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Abstract 
 
This dissertation problematizes the principle of identity in the contemporary 
understanding and evaluation of traditional music in international contexts. Through 
a virtual historical revision of England’s folk revival of the late nineteenth and early 
twentieth centuries, I ask whether it is possible to rethink the concept of traditional 
music in terms of what Gilles Deleuze called difference-in-itself. The orientation of 
my historical revision is informed by Deleuze’s concept of the virtual, which concerns 
the relationship between the past, as it exists in the present without being actual, and 
the actual as it exists in the present as a particular state of affairs. The concepts 
which Deleuze developed, often in collaboration with Félix Guattari, are employed 
throughout the dissertation to open a path towards new ways of understanding and 
evaluating traditional music as a distinctive mode of musical creativity. I begin by 
showing how a romantic nationalist interpretation of folk music’s cultural 
significance emerged during the revival and came to shape the way that traditional 
music is defined by bodies like the International Council for Traditional Music and 
the United Nations Educational, Scientific, and Cultural Organisation. I then 
demonstrate that these ideas were developed in contradiction to the existence of 
various minoritarian influences within the revival, including Celticism, Romani 
music, and sea songs and chanties. Descending from the level of traditional music’s 
relationship with communal cultures, I undertake an analysis of its impact in the 
lives of two prominent revivalists, Frank Kidson and Lucy Broadwood. This analysis 
shows that the principle of deterritorialization, which is to say difference and 
becoming, is more appropriate for understanding and valuing individual 
engagements with traditional music than the principle of identity. Finally, I examine 
x 
 
the way that Darwinian evolutionary concepts were drawn into the influential theory 
of traditional music that was expounded by Cecil Sharp in 1907, arguing that 
contemporary evolutionary concepts offer a radically different and much more 
nuanced theoretical foundation for thinking about traditional music. 
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Introduction: Traditional Music and the Principal of 
Identity 
 
I am in the habit of falling asleep with a documentary playing in the background—
something I do not need to watch with my eyes open, but that is sufficiently 
interesting to keep impatience at bay while sleep comes. Last night it was a piece 
from the BBC Imagine series called “The Lost Music of Rajasthan,” hosted by Alan 
Yentob. One section of the film followed the Rajasthani Bhopa-Bhopi singer 
Bhanwari Devi to a performance that had been arranged for her at the Edinburgh 
Festival in 2011 by the Jaipur Virasat Foundation.1 The foundation’s co-creator, John 
Singh, explained that his aims, and those of the Foundation, were not to document 
and archive the music of Bhanwari Devi and other traditional musicians in 
Rajasthan, emphasising that:  
 
It’s a living heritage, and if the people have lost their songs, then that living 
heritage would die, and so I wasn’t interested at all in conservation or 
archiving. If they can’t earn their livelihood, and if they can’t get self-respect, 
then their children are never going to adopt it, and if they don’t, then it’s gone. 
The four, five hundred years of that tradition, they would [be] gone away.2 
 
                                                             
1 Jill Nicholls, "The Lost Music of Rajasthan," in Imagine, ed. Alan Yentob (United Kingdom: BBC, 2011), 20'-26'. 
2 "Lost Music," 22'10''-22'50''. 
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Upon Bhanwari’s return home, her son explains that “Now she’s got it in her head, 
after having been abroad, where we had such good facilities, like good house and air 
con, we had never seen such things. This is nothing compared to that.”3 Singh 
comforts her, saying “Bhanwari, why are you getting worried? The house will get 
sorted sooner or later. There’s no rush. You’ve spent so many years in this place. 
Forget about the dreams of Britain. Even when I go there, I think it is a dream too.”4 
 
This morning, I began browsing online propaganda for Australian nationalism, 
looking for the obligatory strawman to introduce my dissertation. My research 
responds to the idea that the common thread binding together the concepts of folk 
music, traditional music, heritage music, and so on, is the principle of identity. It was 
a fairly safe bet that traditional music would be invoked somewhere amid the 
disturbing slogans proclaiming that, for example: 
 
a Traitor Class of internationalists and cosmopolitans dominate the political, 
academic, and media "elite", and have imposed the anti-national ideology of 
Multiculturalism upon the citizens, the country is being turned into a 
cultureless nation; being left open for the national and ethnic death of its 
people via the policy of Asianisation.5 
 
                                                             
3 "Lost Music," 24'-24'18''. 
4 "Lost Music," 24'40''-25'-07''. 
5 Andrew Patterson, "The Fight for Australian Culture," Australian Nationalism Information Database, 
http://ausnatinfo.angelfire.com/ozcul2.htm. 
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Sure enough, “Waltzing Matilda,” The Bushwackers, the Cobbers, and the Seekers—
iconic songs and groups that were popularised in Australia’s folk revival of the mid-
twentieth century—were cited among other references to the nationalist poetry of 
Henry Lawson, and the semi-mythological bushrangers Ned Kelly and Ben Hall.6 
What is immediately striking about this selection of musicians is that, by and large, 
they represent a political orientation that is, in fact, antithetical to that of the ultra-
nationalists. Judith Durham, of the Seekers, has been an outspoken advocate for 
changing Australia’s national anthem to be more inclusive of Indigenous Australians 
and non-British migrants. As Graham Smith points out, Australia’s folk revival of the 
mid-twentieth century “was the creation of the Australian left,” and emerged in 
connection with “the People’s Song Movement in the US and the British folk 
revival.”7 All of these movements were constructed as platforms for the 
popularisation of radical socialist political ideals, yet, in a dynamic that is strikingly 
similar to that which has been identified in Sweden by David Kaminsky, they have 
somehow become drawn into a nationalist mythology predicated upon the “intrinsic 
division between the essentially native and the essentially foreign.”8 The reason for 
this, as Kaminsky notes, is that left-wing revival movements of the mid-twentieth 
century did little to dismantle the romantic nationalist ideals according to which the 
concept of folk music was constructed in the nineteenth century.9 As I show in 
                                                             
6 "A Brief Overview of the Australian National Identity and Culture," Australian Nationalism Information 
Database, http://ausnatinfo.angelfire.com/ozcul3-3.htm. 
7 Graeme Smith, Singing Australian: A History of Folk and Country Music (North Melbourne: Pluto Press, 
2005), xi. 
8 David Kaminsky, "Keeping Sweden Swedish: Folk Music, Right-Wing Nationalism, and the Immigration 
Debate," Journal of Folklore Research 49, no. 1 (2012): 89. 
9 "Keeping Sweden Swedish." 76-78. 
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Chapter 1, they simply reformulated the principle of identity in relation to the 
working-class, rather than the nation. 
 
Of course, far-right nationalists in Australia, Sweden, and many other parts of the 
world are not really strawmen. They have been represented in Australian parliament 
by figures like Fraser Anning and Pauline Hanson, and are implicated in, and at 
times directly responsible for, outbursts of racial violence like the 2005 Cronulla 
Riots and the Christchurch Massacre of March this year. The fact that traditional 
music is able to be mobilised in their propaganda as a symbol of national and cultural 
identity would alone justify an urgent rethinking of the concepts underpinning the 
definition and evaluation of this kind of music by academics, musicians, and culture-
workers. However, even as I assembled this introductory discussion, Bhanwari Devi, 
John Singh, and the Jaipur Virasat Foundation kept drifting to the forefront of my 
thoughts. How can a reconceptualization of traditional music ignore the work that is 
being done to prevent centuries-old musical traditions from disappearing, and to 
improve the economic prospects of the musicians who practice them? As Singh 
explains, the international attention that Bhanwari Devi and her sons are attracting 
is changing the way they are perceived in their local community, where Muslim 
musicians have historically been among the lowest castes in the predominantly 
Hindu region of Rajasthan.10 They are no longer shunned as outcasts by others in 
their village, and the Rajasthan International Folk Festival, begun by the Jaipur 
Virasat Foundation in 2007 and supported by the United Nations Educational, 
Scientific, and Cultural Organisation (UNESCO), draws crowds of affluent tourists 
                                                             
10 Nicholls, "The Lost Music of Rajasthan," 25'-26'. 
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from all over the world to Jodhpur each year. There is clearly a value to this music 
which has the potential to substantially improve the material and social conditions of 
its practitioners’ existence, at the same time as it brings economic benefits to the 
regions where they live. The challenge, then, is to dismantle the problematic bond 
between traditional music and the principle of identity without emptying the concept 
of traditional music of the value that makes it vital to the livelihoods of musicians 
like Bhanwari Devi.  
 
The principle of identity is everywhere in the circulation of ideas, expressions, 
theories, and policies concerning traditional music. Deleuze and Guattari might say 
that it has territorialized the assemblage of traditional music—but I am getting ahead 
of myself. As I show in Chapter 1, the principle of identity appears in a variety of 
forms. In connection to traditional music’s presumed value as a cultural expression 
unique to a given community, the principle of identity is conceived as a relation 
between individuals of a community, as well as between that community and the 
music it produces. The identity of the community itself might be thought to lie in the 
economic interests of the community, in its history and heritage, in the practices and 
worldviews that mark it out as being of a certain culture, or even in the way that the 
individuals of the community have been shaped by the natural forces that are unique 
to a geographic region. In the rhetoric of endangerment that has characterised 
revival and safeguarding movements throughout the nineteenth and twentieth 
centuries, the principle of identity is also manifested in the relationship between the 
historical form of a musical tradition, or one of its numerous historical forms, and 
the form in which it should be preserved for future generations. In connection with 
the first principle of identity, this often produces a conviction that departure from 
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whatever is considered to be the authentic historical standard of the musical 
tradition also constitutes a threat to the cultural identity of the community with 
which it is associated.  
 
Deleuzian philosophy is the ideal tool for thinking beyond the principle of identity in 
traditional music, because one of the central concerns of Deleuze’s philosophical 
project was to think in terms of difference as a positive and productive principle. To 
facilitate this aim, he categorically denounced the Western philosophical tradition’s 
reliance upon identity as a key principle for understanding the nature of being. Being 
itself was reconceptualised in his philosophy as the dynamic and perpetually self-
differing concept of becoming. From the earliest stages of his philosophical career, 
Deleuze insisted that difference could never be grasped adequately as a productive 
and positive concept if it was conceived as a negative relation to the Same. If 
difference is conceived as the condition of being different from or to something, then 
it is merely of secondary importance to a pre-given identity. Difference, as a positive 
and productive principle must be grasped as difference-in-itself; “instead of 
something distinguished from something else, imagine something which 
distinguishes itself.”11 Evolution might be thought of as something which 
distinguishes itself—yet evolutionary thinking has long underpinned the concept of 
traditional music, and it has always led back to the principle of identity. This is 
because the mode in which evolutionary thinking has been applied to traditional 
music has always been that which Deleuze and Guattari called “arborescent”—a tree-
like style of thinking that proceeds either towards or away from a pre-given unity via 
                                                             
11 Gilles Deleuze, Difference and Repetition, trans. Paul Patton (New York: Columbia University Press, 1994 
(1968)), 28. 
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the logic of dichotomy.12 Arborescent thought is always grounded in identity, always 
situates difference in negative relation to the Same. In arborescent thought, 
differences are either resolved to arrive at a principle of identity, or a principle of 
identity is developed, through a series of negative differences, towards a pseudo-
multiplicity (pseudo-multiplicity that is grounded in the One, just as the pseudo-
difference which produced it is grounded in the Same).13 In contrast to the tree as an 
image of thought, Deleuze and Guattari suggest rhizomatic thinking as a way in 
which multiplicity and difference can be grasped as substantive concepts that no 
longer depend on the One or the Same for their definition.14 As the title of this 
dissertation suggests, my overarching goal is to arrive at a way of thinking about 
traditional music in the rhizomatic mode, making difference-in-itself the axiomatic 
principle for understanding and valuing it as a distinctive mode of musical 
production.  
 
The aims of each chapter in this dissertation are informed by Deleuze and Guattari’s 
philosophy, so I will reserve the customary chapter-by-chapter introduction of the 
dissertation’s contents for Chapter 2, which introduces their philosophy in detail. 
Because of the radically different mode of thought he expounded, as Brian Hulse and 
Nick Nesbitt point out, engaging with Deleuze’s philosophy forces musicologists to 
undertake “a fundamental reevaluation of their most basic assumptions and 
                                                             
12 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian Massumi 
(Minneapolis and London: University of Minnesota Press, 1987 (1980)), 5. 
13 A Thousand Plateaus, 5-6. 
14 A Thousand Plateaus, 6-7. 
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beliefs.”15 This is particularly true for ethnomusicologists, who have drawn currency 
from the principle of identity ever since their field began to emerge from the 
disciplines of folklore and anthropology in the early twentieth century.  
 
To explain how and why the principle of identity came to be so prominent in 
contemporary understandings and evaluations of traditional music, it is tempting to 
seek an origin of the concept itself—to trace the familiar narrative of 
ethnomusicology’s roots back to the eighteenth and nineteenth century disciplines of 
folklore and anthropology, and the writings of German nationalists like Jacob and 
Wilhelm Grimm, and their less nationalistic precursor, Johann Gottfried Herder. 
However, these events are really only of contextual importance to the more 
immediate mechanisms that embedded the principle of identity in contemporary 
thinking about traditional music over the course of the twentieth century. As the 
preliminary discussion in Chapter 6 shows, the nineteenth century field of folklore 
was plagued by debates concerning the nationalists’ claims that the cultural products 
of ‘the folk’ encapsulated the ideals of the national community at large. The renewed 
intellectual legitimacy that nationalist interpretations of folk music’s cultural 
significance desperately needed emerged out of England’s folk revival of the late-
nineteenth and early twentieth centuries. By drawing on the evolutionary theory of 
Charles Darwin, Cecil Sharp was able to explain precisely how the process of oral 
transmission worked to imbue folk music with the ideals of the nation as a whole, 
rather than those of any particular individual. Of course, Sharp was not the 
                                                             
15 Brian Hulse and Nick Nesbitt, "Introduction," in Sounding the Virtual: Gilles Deleuze and the Theory and 
Philosophy of Music, ed. Brian Hulse and Nick Nesbitt (Farnham, Surrey, GBR: Ashgate Publishing Group, 
2010), xvi. 
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originator of the nationalist interpretation of folk music’s cultural significance, nor 
was he the only advocate of this interpretation within the revival. The theory that he 
published in 1907 drew upon the resources of a vast collective assemblage of 
enunciation, to borrow Deleuze and Guattari’s terminology—but again I am getting 
ahead of myself. These concepts, and their place within Deleuzian philosophy, will be 
fully explained in Chapter 2. As I demonstrate in Chapter 3, the principles of 
‘continuity’, ‘variation’, and ‘selection’, which were fundamental to Sharp’s argument, 
came to be adopted by the International Council for Traditional Music (ICTM) in the 
mid-twentieth century as the basis for their theoretical definition of traditional 
music. Since then, the principles of continuity, variation, and selection have 
underpinned the understanding and evaluation of traditional music in the minds of 
innumerable musicians and theorists around the world, as well as in the policies of 
international organisations like UNESCO. 
 
I am therefore rethinking the concept of traditional music with a focus on the 
historical context of England’s folk revival in the late nineteenth and early twentieth 
centuries.16 The project takes the form of what I am calling a virtual historical 
revision—a variation on the more familiar method of critical historical revision, but 
one that has been informed by the Deleuzian concept of the virtual. Deleuze 
discusses the virtual in relation to the actual, as two complementary, interactive 
aspects of the real. As he puts it: 
 
                                                             
16 For the sake of clarity, I will simply refer to this period as “the revival” throughout this dissertation. 
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The virtual is opposed not to the real but to the actual. The virtual is fully real 
in so far as it is virtual. … The possible is opposed to the real; the process 
undergone by the possible is therefore a ‘realisation’. By contrast, the virtual is 
not opposed to the real; it possesses a full reality by itself. The process it 
undergoes is that of actualisation. … to the extent that the possible is open to 
‘realisation’, it is understood as an image of the real, while the real is supposed 
to resemble the possible. … The actualisation of the virtual, on the contrary, 
always takes place by difference, divergence and differenciation. Actualisation 
breaks with resemblance as a process no less than it does with identity as a 
principle. … The virtual possesses the reality of a task to be performed or a 
problem to be solved: it is the problem which orients, conditions and 
engenders solutions, but these do not resemble the conditions of the 
problem.17 
 
The virtual historical revision I will undertake is distinct from conventional historical 
methods in the sense that its primary aim is not to explain the way that the present 
came about as a consequence of the past, as positivist historical narratives do, nor 
does it articulate a critique of established historical narratives with a view to 
understanding past-present causality in a new light, as critical historical revisions do. 
I do employ the same tools as these historical methods—interpreting published texts 
and primary historical source material in the form of documentary evidence and 
musical artefacts—but the significance of the outcome is conceived in relation to the 
virtual present, as distinct from the actual present. These terms will be clarified in 
                                                             
17 Deleuze, Difference and Repetition, 208-12. 
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Chapter 2, but the crucial point is that the actual present is a particular state of 
affairs that appears causally linked to particular past states of affairs which no longer 
exist. The virtual present, by contrast, carries with it the entirety of the past, or the 
“past in general,” as Deleuze put it, and is the condition for the actualisation of future 
states of affairs that are not necessarily or wholly determined by the causal relations 
which exist in the actual present.18 I do not call my method a virtual historical 
revision because it attempts to ‘investigate’ or ‘identify’ the virtual; the virtual by 
definition cannot be known in this way until it has manifested actualisations (in 
which case it is no longer virtual). Rather, ‘virtual’ describes the orientation of my 
historical revision; its significance is conceived in terms of a virtual “problem,” which 
might engender actualisations that are not the determination of causal relations in 
the actual present.19 The focus of my virtual historical revision for most of this 
dissertation will therefore be not those aspects of the revival that have directly 
produced the way that traditional music is understood and valued today, but those 
aspects of the revival that are eclipsed by this causal narrative, which might 
nevertheless become significant to a way of understanding and valuing traditional 
music that does not yet exist.  
 
The revival was a period around the turn of the twentieth century during which 
English musicians and intellectuals began seeking out, documenting and theorising 
the oral musical traditions of England’s dwindling rural population. This music was 
perceived to be threatened with extinction, and so this loose association of scholars 
                                                             
18 Bergsonism, trans. Hugh Tomlinson and Barbara Habberjam (New York: Urzone, 1988 (1966)), 55-57. Also see 
Difference and Repetition, 212-14. 
19 Difference and Repetition, 210-12. 
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and musicians also saw it as their responsibility to promote the music that they 
encountered to a wider public, and to ensure its survival by enshrining it within 
cultural and educational institutions. Today, the central institution concerned with 
England’s folk music is the English Folk Dance and Song Society (EFDSS), which 
came into being as an amalgamation of the English Folk Dance Society (EFDS) and 
the Folk-Song Society (FSS). Like any cultural movement, the folk revival in England 
was a complex and multivalent affair, involving diverse and at times contradictory 
motives, agenda, and impulses on the part of its various exponents and institutions. 
Folk music in England has been theorised by revivalists, musicians, and academics in 
ideologically polarising ways over the course of the twentieth century. According to 
some Edwardian revivalists and composers, such as Cecil Sharp and Ralph Vaughan 
Williams, folk music was a pure and natural expression of the English national 
consciousness. It was therefore an ideal foundation for the construction of a 
distinctively English style of art music. According to mid-twentieth century 
revivalists, such as A. L. Lloyd and Ewan MacColl, folk music was the artistic voice of 
working-class people. It was therefore a vehicle for promoting solidarity among 
working-class people, an inherently radical and protest-oriented musical idiom. As I 
will demonstrate in Chapter 1, folk music scholarship throughout the twentieth 
century has, by and large, gravitated towards one or the other of these opposing 
political orientations. My own research develops from the radical tradition insofar as 
it works against the nationalist interpretation of the revival’s significance and 
involves a combination of philosophy and historical documentary research as its 
methodological basis. However, this dissertation seeks alternatives to the principle of 
identity according to which both these opposing positions stake their respective 
claims. The significance of this research is therefore situated in relation to the study 
13 
 
of England’s folk revival itself, as well as in relation to the international contexts of 
applied ethnomusicology and traditional music studies. 
 
As Kaminsky suggests, contemporary ethnomusicologists occupy an ambiguous 
position in relation to the foundations of their discipline in romantic nationalist 
ideologies.20 On the one hand, most are outwardly sceptical of such ideologies, yet, 
on the other hand, their positions in the academy are largely justified by the special 
status which these ideologies bestow upon traditional music. I argue, in Chapter 3, 
that these romantic nationalist ideologies are implicitly perpetuated when traditional 
musics are designated as intangible cultural heritage by UNESCO. This is because the 
unique mode of production that is held as distinguishing traditional music from 
other categories of music has been theorised according to the principles of 
continuity, variation, and selection. However, my work will also offer grounds for 
optimism concerning the theoretical understandings and real-world prospects of 
traditional music. In Chapter 6, I take a few tentative steps towards opening the 
possibility for new ways of thinking about traditional music’s mode of production. If 
an alternative concept for understanding traditional music’s distinctive mode of 
production can be established, one that is not founded upon the principles of 
continuity, variation, and selection, then it might just be possible to value traditional 
music without recourse to its presumed function as a representation of national, 
ethnic, cultural, or individual identity.  
 
                                                             
20 Kaminsky, "Keeping Sweden Swedish," 74-75. 
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By arguing that there is no identity in what is occurring with the Bhopa-Bhopi music 
of Bhanwari Devi, I do not mean there is no value. It has been far too easy, 
throughout the twentieth and twenty-first centuries, to stake claims for the value of 
traditional music via reference to its presumed function as an expression of identity. 
It has become like a habit that is nearly impossible to quit, even though, as the 
literature that will be reviewed in the next chapter suggests, there are strong 
arguments as to why it should be. One of the most troubling outcomes of the reliance 
on identity in thinking about traditional music is, firstly, that it makes it difficult to 
articulate the full value of what musicians like Bhanwari Devi are doing. Secondly, it 
creates the terms for a false opposition between that value and the perceived value of 
maintaining a musical tradition in its historical forms, within its historical social and 
economic contexts. What would one of our ultra-nationalists say of the way that 
Bhanwari Devi is now performing traditional Bhopa-Bhopi folk music? Undoubtedly, 
they would recognise the foreign influence of the world music industry and its 
Western concert-style performance contexts as a disruption of the music’s traditional 
place in village life. They would probably comment upon the way that Bhanwari 
Devi’s international reputation is upsetting the long-established social order in 
Rajasthan. They might also protest that the international audiences who come to see 
her perform alongside other Rajasthani musicians at the International Folk Festival 
are consuming a commoditised version of the music, detached from its true cultural 
significance. Taking these differences together, they may well surmise that the Jaipur 
Virasat Foundation and Bhanwari Devi are complicit in jeopardising traditional 
Rajasthani culture, that they are trading what belongs to the community as a whole, 
and not solely to themselves, within a global system of exchange that represents a 
threat to the cultural identities of the region. Their fears would probably be 
confirmed once they heard of Bhanwari Devi teaming up with hip hop artists Hard 
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Kaur and Sona Mohapatra to record for MTV, sponsored by Coke.21 If we value 
understand and value traditional music according to the principle of identity, it 
would indeed be difficult to reconcile what Bhanwari Devi is doing with the roots of 
her traditional style. But is traditional music really something that lives through its 
roots, something that either keeps living or dies away, but never both? Or is it more 
like bamboo or Bermuda grass, sending underground shoots that spring up in new 
areas, or like a colony of ants “that can rebound time and again after most of it has 
been destroyed”?22  
 
 
 
                                                             
21 "Bhanwari Devi to Perform with Hard Kaur in Season 3 of Coke Studio," Divya Bhaskar, 
https://daily.bhaskar.com/news/RAJ-JPR-rajasthani-folk-singer-bhanwari-devi-to-perform-with-hip-hop-
singer-hard-kaur-in-4324809-PHO.html. 
22 Deleuze and Guattari, A Thousand Plateaus, 9. 
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Chapter 1: Literatures of Traditional Music and the 
Folk Revival  
 
This dissertation intersects with a few distinct fields of literature. As I am concerned 
with moving away from the principle of identity in thinking about traditional music, 
the literature surrounding traditional music in the modern world is of relevance to 
my research. A particular focus within this field of literature is the status of 
traditional music as a form of UNESCO-designated intangible cultural heritage. 
Because the primary research elements in this dissertation are predominantly 
focused on the historical context of England’s folk revival in the late nineteenth and 
early twentieth centuries, the research literature from this field is also pertinent to 
my research aims. Much of this literature is dispersed throughout the dissertation, 
being critically examined as it becomes relevant to the discussion at hand. However, 
it is also necessary to provide an introductory chapter that orients my research in 
relation to these fields, since the dissertation aims to contribute productively to each 
of them. For the literature surrounding traditional music and its status as intangible 
cultural heritage, I intend to provide historical insight into the mechanisms that 
allow traditional music to be capitalised upon as a symbol of cultural identity. By 
advancing alternative ways of understanding and valuing traditional music, which 
are not dependent upon the principle of identity, I also aim to make some progress 
towards a concept of traditional music that would be inhospitable to exclusionary 
nationalist sentiments. For the field of research surrounding England’s folk revival of 
the late nineteenth and early twentieth centuries, I aim to open a way out of the 
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impasse between positivist-nationalist and critical-revisionist historiographies that 
has characterised the literature surrounding this topic during the last two decades. 
Since an exhaustive review of each of these fields would leave very little room in this 
dissertation for my research itself, and as numerous items of literature have been 
folded into the chapters that follow, I have limited the scope of the literature that is 
reviewed in this chapter to that which is necessary to orient my research and 
establish its significance in relation to the research that already exists. 
 
Traditional Music in the Modern World 
 
More than three decades have passed since Philip V. Bohlman announced that “the 
concept of ‘folk music’ is in need of considerable overhaul” and that its study must be 
made to address “musical abundance in all its diversity or become increasingly 
parochial and moribund.”1 Certainly, much has changed over the intervening years, 
including the terminology that is used to approach what are now variously called folk 
musics, traditional musics, heritage musics, and world musics. However, such 
phraseological shifts belie the continuity that links the contemporary study of 
traditional music with that of the nineteenth and twentieth centuries. When Jeff 
Todd Titon and Mark Slobin introduced the second edition of their influential survey 
of the world’s traditional musics in 1992, they told countless academics, 
undergraduates, and enthusiasts that “Music symbolizes a people’s way of life; it 
                                                             
1 Philip V. Bohlman, The Study of Folk Music in the Modern World (Bloomington: Indiana University Press, 
1988), xvi. 
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represents a distillation of cultural style.”2 When UNESCO adopted their Convention 
for the Safeguarding of Intangible Cultural Heritage in 2003, they defined 
intangible cultural heritage, including traditional music, as providing people “with a 
sense of identity and continuity.”3 In 2005, Graham Smith asserted that “The 
Australian folk movement has made the strongest, boldest claim to represent 
Australian national experience.”4 Sketching a broad definition of the concept of folk 
music in 2006, Ronald D. Cohen began with the principle that “its origins can 
perhaps be located in a particular culture or region.”5 In 2012, David Kaminsky noted 
a critical link between the “popular mythology of ‘ethnic’ musics” and exclusionary 
nationalist movements, pointing out that although distinctive cultures may develop 
over time in response to particular environments, attaching special value to cultural 
products that represent this process can cause “the inverse process of migration and 
cultural mixing to become threatening and undesirable.”6 In 2014, Juniper Hill and 
Caroline Bithell pointed out that a common aim among many historical and 
contemporary movements to revive traditional musics has been “the bolstering of the 
identity of an ethnic group, minority group, or nation, which is often coupled with a 
distancing from, or othering of, foreign ethnic or cultural elements.”7 These examples 
                                                             
2 Jeff Todd Titon and Mark Slobin, "Preface," in Worlds of Music: An Introduction to the Music of the World's 
Peoples, ed. Jeff Todd Titon (New York and Ontario: Schirmer, 1992), xxi. 
3 Article 2.1, in UNESCO, "Convention for the Safeguarding of the Intangible Cultural Heritage," (Paris17 October 
2003). 
4 Smith, Singing Australian, xi. 
5 Ronald D. Cohen, Folk Music: The Basics (New York and Abingdon, Oxon: Routledge, 2006), 1. 
6 Kaminsky, "Keeping Sweden Swedish." 
7 Juniper Hill and Caroline Bithell, "An Introduction to Music Revival as Concept, Cultural Process, and Medium 
of Change," in The Oxford Handbook to Music Revival, ed. Caroline Bithell and Juniper Hill (New York: Oxford 
University Press, 2014), 11. 
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demonstrate, firstly, that the principle of identity has remained central in scholarly 
and popular thinking about traditional music, heritage music, folk music, and world 
music, even amid the dramatic changes that have taken place in this field over the 
last thirty years. Secondly, they highlight the fact that the problems which 
accompany traditional music’s presumed links to ethnic, cultural, or national 
identities are increasingly being recognised by ethnomusicologists. 
 
Owe Ronström has analysed the distinction between the concepts of tradition and 
heritage, pointing towards important implications accompanying the transfer of 
international currency from the former to the latter. He argues that the classification 
of specific traditional practices as forms of cultural heritage necessarily entails a shift 
in their mode of cultural production. Among his numerous insights is the suggestion 
that ‘heritage’, as a mode of cultural production, is more homogenous, static, and 
restricted than ‘tradition’. He writes that: 
 
If tradition is principally in the plural, such that every parish or every group of 
folk can have its own tradition, then heritage tends to be understood in the 
singular, as “our cultural heritage.” There is much less heritage, which makes 
it far more precious and expensive. If “tradition” produces the local, “heritage” 
clearly is tied to larger units such as the nation, Europe, or—as in World 
Heritage—the entire world. Anybody can make a tradition, but not everybody 
can have or appoint a heritage, which is why heritage production—to a much 
higher degree than tradition—is in the hands of specially approved 
professional experts who select what is to be preserved according to certain 
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approved criteria. Selection is the key; the more selection, the more need for 
expertise. 
Tradition brings about ownership and cultural rights: the local 
tradition produced is understood as belonging to the locals. Heritage tends to 
resist local people’s claims for indigenous rights. Heritage tends to “empty” 
objects and spaces, which makes it possible to refill them with all kinds of 
owners and inhabitants. Whereas tradition is produced locally, the production 
of heritage is centralized and produces something beyond the local and 
regional, beyond the distinctive, the ethnic, the multicultural. It is everybody’s 
and therefore nobody’s.8 
 
While Ronström acutely identifies some of the problematic outcomes of music’s 
“heritagization,” I would object that such eventualities are equally plausible in cases 
where musical practices are conceived as ‘traditional’ or as ‘folk’ music. The 
principles of continuity, variation, and selection, as I will demonstrate in Chapter 3, 
were emplaced within the theory of folk music constructed by Cecil Sharp in 1907 
precisely in order to facilitate the kind of dynamic that Ronström calls 
“heritagization.” Since these principles were just as prominent in twentieth century 
definitions of ‘folk’ and ‘traditional’ music as they are in the concept of ‘heritage’ 
music, I would contend that there is a fundamental continuity between these 
concepts that is downplayed by Ronström in the opposition he draws between 
‘tradition’ and ‘heritage’. 
                                                             
8 Owe Ronström, "Traditional Music, Heritage Music," in The Oxford Handbook of Music Revivals, ed. Caroline 
Bithell and Juniper Hill (New York: Oxford University Press, 2014), 53. 
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Ronström also suggests that a hallmark of the heritagization of traditional music is 
an increasingly professional class of musicians. He argues that these performers are 
more apt to think of themselves as “world” or “fusion” musicians than as 
“traditional” musicians.9 As the commercial potential inherent within heritage music 
is seized upon, the infrastructure that surrounds a given musical tradition 
increasingly takes on the trappings of the popular music industry.10 Although 
Ronström situates the heritagization of traditional music as a process that re-
contextualises local and national musics within a global arena, David Kaminsky has 
argued that the contemporary concept of folk music retains significant undercurrents 
of nationalism, which are becoming increasingly troubling in light of contemporary 
debates surrounding immigration in Northwest Europe.11  According to Kaminsky, 
the post-1970 folk revival movement in Sweden has, despite the predominantly 
“leftist” political orientation of its exponents, perpetuated a musical and ideological 
“division between the essentially native and the essentially foreign.”12 This implicitly 
nationalist dimension of the movement has allowed anti-immigration groups and 
right-wing nationalists to co-opt the sounds and images associated with the Swedish 
                                                             
9 "Traditional Music, Heritage Music," in The Oxford Handbook of Music Revival, ed. Caroline Bithell and 
Juniper Hill (Oxford, New York, Auckland, Cape Town, Dar es Salaam, Hong Kong, Karachi, Kuala Lumpur, 
Madrid, Melbourne, Mexico City, Nairobi, New Delhi, Shanghai, Taipei, Toronto: Oxford University Press, 2014), 
54. 
10 "Traditional Music, Heritage Music," 54. 
11 Kaminsky, "Keeping Sweden Swedish," 73. 
12 "Keeping Sweden Swedish," 89. 
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folk revival in support of agenda that sit at odds with the prevailing sentiments 
among the music’s practitioners themselves.13  
 
Although Kaminsky writes specifically about Sweden’s folk music scene, the 
dynamics that he outlines are common in communities of traditional musicians 
throughout the world. This is true even in those countries, such as Britain, the United 
States of America, and Australia, where folk revival movements during the mid-
twentieth century defined themselves predominantly in terms of working-class 
cultural identity and political interests. The architects of these movements 
capitalised on the currency of folk music’s existing connections with national identity 
to encourage the working-class populations of these countries to recognise their 
shared cultural heritage, thereby promoting solidarity within the labour movements 
of the period. As Graham Smith writes, for example, the Australian folk movement 
“was the creation of the Australian left in the 1950s who wanted to believe that the 
Australian people were both radical and nationalist.”14 Smith and Brett point out that 
folk music in Australia continues to be defined along Sharpian lines, using the model 
of the “folk process” to support its claims to represent Australian national identity.15 
Referring to the North American folk revival, Kaminsky suggests that, although 
revivalists like Alan Lomax and Charles Seeger included the music of black, white, 
and native Americans in their construction of the United States’ folk soundscape, 
“The continued and persistent exclusion of Latin American, Arab American, and 
                                                             
13 "Keeping Sweden Swedish," 74-76. 
14 Smith, Singing Australian, xi. 
15 Graeme Smith and Judith Brett, "Nation, Authenticity and Social Difference in Australian Popular Music: Folk, 
Country, Multicultural," Journal of Australian Studies 22, no. 58 (1998): 4-5. 
23 
 
Asian American musics from its canon are intimately connected to the presumed 
foreignness of those identities within the United States.”16 Moreover, Kaminsky 
asserts that the contemporary disciplines of ethnomusicology and folklore occupy an 
ambiguous position in relation to the mythology of ethnic musics, since they “draw 
currency from the narrative of authenticity while at the same time claiming political 
distance from it.”17 
 
The literature surveyed so far has demonstrated that folk and traditional music in 
various contexts throughout the European and Anglophone worlds continue to be 
defined and valued in terms of its capacity to represent cultural, ethnic, and national 
identities. Ronström suggests that the concept of heritage music, as distinct from 
traditional music and folk music, has been accompanied by a shift towards more 
global, cosmopolitan contexts. However, heritage music at the level of international 
policy, as the following section of this literature review will demonstrate, is also 
valued in terms of national identity and representation, with multiple problematic 
consequences. As I will go on to demonstrate in Chapter 3, the structure and the 
function of the concepts of folk music, traditional music, and heritage music share 
vital commonalities. Crucially, these are replicated in the theoretical definitions that 
are used by UNESCO to inform policies surrounding the identification and 
safeguarding of musics that are deemed to constitute intangible cultural heritage. 
 
 
                                                             
16 Kaminsky, "Keeping Sweden Swedish," 76. 
17 "Keeping Sweden Swedish," 75. 
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Traditional Music as Intangible Cultural Heritage  
 
In 2003, UNESCO formally adopted the Convention for the Safeguarding of the 
Intangible Cultural Heritage, which they defined as “the practices, representations, 
expressions, knowledge, skills – as well as the instruments, objects, artefacts and 
cultural spaces associated therewith – that communities, groups and, in some cases, 
individuals recognize as part of their cultural heritage.”18 UNESCO has been engaged 
in the development and implementation of normative instruments for the 
management of cultural heritage since 1946, and since the early 1950s has promoted 
“heritage and cultural industries policies as a positive means for development.”19 In 
the period of rapid decolonisation following the Second World War, UNESCO acted 
in response to requests from Member States for the organisation to “develop 
international standards that could serve as a basis for drawing up national cultural 
policies and strengthen cooperation among them.”20 In 1954, the Convention for the 
Protection of Cultural Properties in the Event of Armed Conflict laid out the first 
expression of ‘cultural property’ as “a comprehensive and homogenous category of 
objects considered worthy of protection due to their unique cultural value.”21 The 
Universal Copyright Convention came into force in 1955. The 1950s also witnessed 
the publication of the Unity and Diversity of Cultures series, as well as the 9-year 
                                                             
18 UNESCO, "Article 2.1," in Convention for the Safeguarding of the Intangible Cultural Heritage (2003). I will 
explore UNESCO's Convention for the Safeguarding of the Intangible Cultural Heritage in greater detail in 
“Chapter 3: The Conceptual Territory of English Nationalism, and the Territoriality of the Revival.” 
19 "Working Towards a Convention: Intangible Cultural Heritage,"  https://ich.unesco.org/doc/src/01854-
EN.pdf., 5 
20 "Working Towards a Convention," 3-4. 
21 "Working Towards a Convention," 4. 
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project for Mutual Appreciation of Eastern and Western Culture.22 In 1966, the 
Declaration on the Principles of International Cultural Cooperation asserted that 
“each culture has a dignity and value which must be respected and preserved, and 
that every people has the right and duty to develop its culture and that all cultures 
form part of the common heritage belonging to all mankind.”23 As a consequence of 
growing awareness around the role of culture in economic development over the 
course of the 1960s, the 1970 Intergovernmental Conference on the Institutional, 
Administrative and Financial Aspects of Culture saw the emergence of strategies for 
managing the cultural aspects of economic development and progress.24 As UNESCO 
state, the 1970 conference “affirmed that the diversity of national cultures, their 
uniqueness and originality are an essential basis for human progress and the 
development of world culture.”25 When the Convention for the Protection of World 
Cultural and Natural Heritage was adopted in 1972, intangible cultural heritage was 
excluded on the basis that there did not yet exist any clearly defined legal terms 
articulating collective intellectual property rights.26 The Bogota Declaration of 1978 
was particularly significant among efforts over the course of the 1970s to apply 
protective measures to intangible cultural heritage. The declaration stated that 
“cultural authenticity is based on recognition of the components of cultural identity 
… and that every people or group of peoples has both the right and the duty to 
determine independently its own cultural identity, based on its historical 
                                                             
22 "Working Towards a Convention,” 4. 
23 "Working Towards a Convention,” 4. 
24 "Working Towards a Convention,”  5. 
25 "Working Towards a Convention,” 5. 
26 "Working Towards a Convention,” 5. 
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antecedents, its individual values and aspirations, and its sovereign will.”27 In 1982, 
the World Conference of Cultural Policies reviewed the developments that had 
followed the 1970 conference, stressing that “cultural identity was the defence of 
traditions, of history and of the moral, spiritual and ethical values handed down by 
past generations.”28 The 1982 conference also witnessed one of the earliest official 
uses of the term ‘intangible heritage’, as UNESCO strove to broaden the existing 
definition of culture.29 Intangible cultural heritage received its first official legal 
protection at the international level in 1989, when the UNESCO General Conference 
adopted the Recommendation on the Safeguarding of Traditional Culture and 
Folklore.30 As part of their efforts to enact the safeguarding measures outlined in the 
1989 Recommendation during the 1990s, UNESCO published its Collection of 
Traditional Music of the World as a series of CDs, a video collection called 
Traditional Dance, Theatre and Music of the World, and a handbook for Collecting 
Musical Heritage.31 In 1992, a World Commission on Culture and Development was 
established in order to investigate cultural needs in the context of socioeconomic 
development. The Commission reported that “heritage is embodied in the collective 
memory of communities across the world and that it reinforces their sense of identity 
in times of uncertainty,” and called for increased protection of intangible cultural 
heritage. While the report highlighted the economic role that intangible cultural 
heritage might play in less developed countries, it also conveyed apprehension 
around the “artificial demand for dramatizations and ritual enactments” and 
                                                             
27 "Working Towards a Convention,” 6. 
28 "Working Towards a Convention,” 6.  
29 "Working Towards a Convention,” 6. 
30 "Working Towards a Convention,” 7. 
31 "Working Towards a Convention,” 8. 
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“political conjuring capable of transforming the complexities of material cultural 
evidence into simplified messages about cultural identity.”32 In order to raise 
awareness of the importance and diversity of the world’s intangible cultural heritage, 
UNESCO resolved in 1997 to produce the Proclamation of Masterpieces of the Oral 
and Intangible Heritage of Humanity, under which 90 masterpieces of this kind 
were proclaimed between 2001 and 2005. Among the criteria that a traditional 
cultural expression or space would need to meet in order to be proclaimed as a 
masterpiece was the requirement that it should “be a means of affirming the cultural 
identity of the cultural communities concerned.”33 The transition from the 1989 
Recommendation on the Safeguarding of Traditional Culture and Folklore to the 
2003 Recommendation for the Safeguarding of the Intangible Cultural Heritage 
was partially driven by a sense that the term ‘folklore’ might be regarded as 
demeaning or condescending by some communities, as well as by criticisms that the 
1989 Recommendation gave too much emphasis to the documentation of living 
practices and traditions at the expense of protective measures for their modes and 
contexts of production.34  It was also decided that States should play a prominent 
role in identifying and defining the intangible cultural heritage extant within their 
territories, and that their inventories should form the basis for an international 
register, which would later become the Representative List of the Intangible Cultural 
Heritage of Humanity.35 After 2005, the Representative List, along with the List of 
the Intangible Cultural Heritage in Urgent Need of Safeguarding, superseded the 
                                                             
32 "Working Towards a Convention,” 9. 
33 UNESCO, "Proclamation of the Masterpieces of the Oral and Intangible Heritage of Humanity (2001-2005),"  
https://ich.unesco.org/en/proclamation-of-masterpieces-00103. 
34 "Working Towards a Convention," 6. 
35 "Working Towards a Convention,” 12. 
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Proclamation of Masterpieces of the Oral and Intangible Heritage of Humanity as 
the main instruments for the international recognition and protection of intangible 
cultural heritage. 
 
This brief review of the steps taken by UNESCO towards the recognition and 
protection of intangible cultural heritage since the mid-twentieth century brings a 
number of key points into focus. Firstly, the organisation has demonstrated an 
appreciation of the cultural conditions surrounding musical traditions which enable 
their ongoing production. Secondly, UNESCO have made every effort to keep their 
definitions and policies current amid changing political and cultural circumstances 
(as evidenced by their transition from the term ‘folklore’ to ‘intangible cultural 
heritage’ in the late 1990s). Third, policies and definitions have been developed in 
line with careful expert consultation, which has provided advance warning 
concerning the potential for cultural heritage to be co-opted by national and 
commercial interests. Finally, throughout all of the developments in their 
understanding and recognition of intangible heritage, UNESCO have emphasised its 
significance primarily in terms of its capacity to represent the cultural identity of the 
community that creates it.  
 
Despite their sensitivity to the complex circumstances under which traditional music 
is made, and their efforts to adapt the definition of intangible cultural heritage to 
changing times, unexpected and troubling implications of UNESCO’s safeguarding 
practices have been identified by ethnomusicologists over the last decade or so. Two 
edited volumes published in 2009 comprised a range of scholarly perspectives that, 
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broadly speaking, addressed a lack of empirical and theoretical research into the 
consequences that can arise from labelling certain aspects of a culture as Intangible 
Heritage.36 The issues identified by contributors to these volumes include: the 
potential for inscription on UNESCO’s Representative List of the Intangible Cultural 
Heritage of Humanity to validate nationally invented traditions; the disjuncture 
between Western and non-Western systems of knowledge which may not entail 
compatible understandings of the distinction between the tangible and the 
intangible; and the politically, economically and ideologically invested nature of 
Intangible Cultural Heritage, which is inevitably mediated by existing structures of 
power at local, regional and national levels when the concept is mobilised in ‘real 
world’ contexts.  
 
Since these volumes were published, Daniel Barthel-Bouchier has argued that 
UNESCO rely on an overly simplistic notion of cause and effect in the way that they 
identify globalisation as the primary threat to intangible cultural heritage.37 In a 
similar vein, Karen Exel and Trinidad Rico argue for a more nuanced approach to the 
concept of heritage which would “recognize that the local and its material culture 
exist in the context of—and interaction with—the global sphere.”38 Sophia Labadi 
points out that, while the 2003 Convention for the Safeguarding of Intangible 
Cultural Heritage “claims to be representative and inclusive of communities and to 
                                                             
36 Laurajane Smith and Natsuko Akagawa, eds., Intangible Heritage (New York: Routledge, 2009); D. Fairchild 
Ruggles and Helaine Silverman, eds., Intangible Heritage Embodied (New York: Springer, 2009). 
37 Daniel Barthel-Bouchier, Cultural Heritage and the Challenge of Sustainability (Abingdon, Oxon, UK & New 
York, USA: Routledge, 2016 (2013)), 10. 
38 Karen Exell and Trinidad Rico, "'There Is No Heritage in Qatar': Orientalism, Colonialism and Other 
Problematic Histories " World Archaeology 45, no. 4 (2013): 671. 
30 
 
have established a model that helps to safeguard intangible cultural heritage in a 
sustainable manner,” the commercialisation of practices that often accompanies their 
recognition as intangible cultural heritage can lead to what she calls a ‘folklorisation’ 
of the practices—“freezing the elements and enacting them according to the state in 
which they were when inscribed on the lists, which corresponds to their most visible 
and documented form.”39 Jeff Todd Titon has pointed towards other ramifications of 
UNESCO intervention, writing that: 
 
In proclaiming the Royal Ballet of Cambodia as an ICH [intangible cultural 
heritage] masterpiece, UNESCO found itself used in unintended ways as a 
weapon in local cultural politics. In proclaiming the music of the Chinese 
guqin as an ICH masterpiece, UNESCO ushered in a series of events which 
pushed aside the very tradition it wished to support, unwittingly helping to 
establish the music in a virtuosic, professional, presentational performance 
form for the concert hall, which was contrary to the UNESCO proclamation’s 
characterization of the music’s heritage as an endangered, contemplative, 
amateur chamber music for the home.40   
 
Even more recently, in 2015, Ayla Joncheere has suggested that the concept of 
Intangible Cultural Heritage tends to be mobilised according to a “Western, 
                                                             
39 Sophia Labadi, Unesco, Cultural Heritage, and Outstanding Universal Value: Value-Based Analyses of the 
World Heritage and Intangible Cultural Heritage Conventions (Lanham, Maryland & Plymouth, UK: AltaMira, 
2013), 127 - 41. 
40 Jeff Todd Titon, "Music and Sustainability: An Ecological Viewpoint," The World of Music 51, no. 1, Music and 
Sustainability (2009): 127. 
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Romanticised perception” that oversimplifies the relationship between music, 
musical practitioners, and the national or ethnic communities to which the 
practitioners belong.41  Joncheere shows how, in the case of Kalbeliya dancing in the 
Rajasthan state of northern India, an opportunistic tourism industry, keen to 
promote symbols of exoticism within a competitive international market, has been 
the main beneficiary of the authenticity and legitimacy that are bestowed by the label 
of intangible cultural heritage. In fact, as Joncheere points out, even though 
Kalbeliya dancing was not invented until the 1980s, at which time it was “generally 
added to the dustbin category of entertainment,” it was afforded various advantages 
over other musical practices through an “intermingling of business, academic 
research and heritage policy,” and became recognised as Intangible Cultural Heritage 
by UNESCO in 2010, just thirty years after its creation.42 
 
Titon proposes an alternative approach for considering musical sustainability to the 
“proclamation” or “top-down” model epitomised by UNESCO listings.43 Foremost 
among the failures of cultural conservation, Titon argues, have been numerous 
instances in which “preservation efforts have stifled the ordinary kinds of changes 
vital to continuity in musical traditions.”44 He points out that: 
 
                                                             
41 Ayla Joncheere, "Intangible Inventions: The Kalbeliya Gypsy Dance Form, from Its Creation to Unesco 
Recognition," ARCHIV ORIENTÁLNÍ 83, no. 1 (2015): 71. 
42 "Intangible Inventions," 71-72. 
43 Titon, "Music and Sustainability," 120. 
44 "Music and Sustainability," 121. 
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Because of its remoteness … UNESCO has had with the unforeseen and thus 
unintended consequences of interconnectedness, and it has had difficulties 
encouraging the kinds of stewardship that cultural heritage maintenance 
requires. Practically, this difficulty stems from attempts to add value to 
cultural activities by proclamations from remote agencies, without sufficient 
ongoing, on-the-ground connections (partnerships) between the agencies, 
cultural heritage workers, and the culture-bearing communities themselves. 
The root problem lies in the concept of cultural heritage itself.45  
 
In response, Titon suggests the adoption of ecological principles for thinking about 
sustaining music cultures, emphasising the adaptive advantages of diversity, the 
unsustainability of limitless growth, the interconnectedness of all features in an 
ecosystem, and the role of human agents as stewards rather than owners.46 This 
ecological thinking about traditional music extends Titon’s work from the 1980s, 
when he wrote that:  
 
Like all expressive cultures, music is a peculiarly human adaptation to life on 
planet earth. Each music-culture is a particular adaptation to particular 
circumstances … each world [of music] can be regarded as an ecological 
                                                             
45 "Music and Sustainability," 124. 
46 "Music and Sustainability," 121. 
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system, with the forces that combine to make up the music-culture … in a 
dynamic equilibrium.47  
 
Although Titon now acknowledges, as most ecologists do, that change and flux are 
more characteristic of most ecosystems than equilibrium, he maintains that the 
interconnectedness of traditional music and its cultural contexts means that 
unintended consequences will necessarily result from remote interventions focused 
on the cultural product and not the conditions for its production. On the face of it, 
Titon’s suggestion for an ecological approach to music preservation seems to make 
sense in the way that it acknowledges the complex ways in which music is interwoven 
with the fabric of specific cultural environments. However, the ecological approach 
merely transposes the principal of identity in music safeguarding from the cultural 
product to the cultural context in which it was produced. In Chapter 6, I introduce 
the Deleuzian concept of the rhizome as a way of thinking about traditional music 
that is not bound to the principle of identity, with important implications for the way 
that musical sustainability might be conceived. Thinking in terms of the rhizome, it is 
worth questioning the wisdom of fixing in place the conditions of production for a 
product that has actually outlasted multiple configurations of such conditions by 
dying off in one place and growing anew somewhere else. As Slobin puts it, “The folk 
are driven by drought and desperation to migrate; they are drawn to cities for work, 
                                                             
47 Jeff Todd Titon, ed. Worlds of Music: An Introduction to the Music of the World's Peoples (New York: 
Schirmer, 1984), 9. Cited in "Music and Sustainability," 123. 
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to serve as recruits for wars they didn’t start, or simply to get on the road for business 
or family needs … people have always been travellers.”48 
 
In the study of traditional music, Titon is not alone in drawing an analogy between 
music and the natural world.  However, not all ‘nature’ analogies have been 
articulated in support of preserving or reviving traditional musics. As Catherine 
Grant has argued, the history of music, just like the histories of all linguistic, cultural, 
and biological forms, is replete with instances of musical traditions “blossoming and 
dying away.”49 With this in mind, she questions the wisdom of efforts to keep musical 
traditions alive “artificially,” rather than “permitting them to be subject to natural 
evolutionary processes.”50 Grant’s suggestion is informed by work in the field of 
language maintenance, which has seen a number of theorists suggest that allowing 
linguistic ecosystems to self-regulate may in fact be the best approach to ensuring 
cultural diversity. She highlights four primary objections to existing safeguarding 
practices, which she calls, respectively: the ecological problem; the problem of 
purism; the problem of intervention; and the problem of inefficacy. 51  Regarding the 
ecological problem, Grant warns against focusing on musical genres in isolation 
“without taking into account the complex … ecologies in which they are invariably 
situated,” and asks whether it is advisable that musical practices “should be 
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artificially preserved outside the contexts in which they naturally flourished.”52 The 
problem of purism arises from the tendency for safeguarding projects to 
“straightjacket” a musical idiom, “forbidding it to be subjected to any processes of 
innovation and change that would normally feature in living, vital cultural 
heritage.”53 The problem of intervention relates to the potentially adverse effects of 
interventions by ethnomusicologists, which, Grant argues, can sometimes be 
unwarranted and even paternalistic.54 Finally, the problem of inefficacy relates not 
only to the idea that efforts to restore a musical genre to intergenerational 
transmission within a given community might be considered overly ambitious, but 
also to the observation that such efforts are frequently misaligned with the priorities 
of the community in question.55 These problems are illustrated by Grant through the 
specific example of ca trù singing, which was inscribed on UNESCO’s Urgent 
Safeguarding List in 2009. As a result, Grant argues, “ca trù is being reinvented in 
such a way as to impress national and international audiences by its value as world 
heritage.”56 This reinvention, Grant observes, is accompanied by “the concomitant 
risk that the true appreciation of the genre could be overshadowed by an emphasis 
on it as a Vietnamese cultural symbol; and, in turn, the risk that this emphasis on 
cultural identity could limit a diversity of approaches to revival by overshadowing 
other points of view.”57 
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In particular, the problem of purism identified by Grant has been articulated in a 
number of different ways by researchers in a variety of contexts. Keith Howard, for 
example, has suggested that policies surrounding the preservation of Intangible 
Cultural Heritage in South Korea have “sought to retain archetypes and in so doing 
may have given ammunition to those who criticize the apparent freezing of cultural 
production.”58 While Howard ultimately concludes that preservation and creativity 
work alongside one another in the preservation of Korean traditional music, he 
nevertheless emphasises the fact that traditional music in Korea is practiced and 
promoted primarily as a mode of national identity performance. As he puts it, 
“Koreanness is ensured both at home and abroad through the iconicity of the 
intangible heritage.”59 Other researchers, including Barley Norton, have argued that 
an emphasis on national identity in efforts to preserve or revive traditional musics 
tends to produce a monolithic image of the musical form that “can easily overshadow 
different points of view.”60 For Norton, UNESCO recognition has been a mixed 
blessing for Vietnamese ca trú singing, bestowing elevated status and prestige, on the 
one hand, but, on the other hand, encouraging superficial appreciation of the genre 
                                                             
58 Keith Howard, "Reviving Korean Identity through Intangible Cultural Heritage," in The Oxford Handbook of 
Music Revival, ed. Caroline Bithell and Juniper Hill (Oxford, New York, Auckland, Cape Town, Dar es Salaam, 
Hong Kong, Karachi, Kuala Lumpur, Madrid, Melbourne, Mexico City, Nairobi, New Delhi, Shanghai, Taipei, 
Toronto: Oxford University Press, 2014), 152. 
59 "Reviving Korean Identity,” 152. 
60 Barley Norton, "Music Revival, Ca Trú Ontologies, and Intangible Cultural Heritage," in The Oxford Handbook 
of Music Revival, ed. Caroline Bithell and Juniper Hill (Oxford, New York, Auckland, Cape Town, Dar es Salaam, 
Hong Kong, Karachi, Kuala Lumpur, Madrid, Melbourne, Mexico City, Nairobi, New Delhi, Shanghai, Taipei, 
Toronto: Oxford University Press, 2014), 176. 
37 
 
as “a cultural symbol for domestic and international tourist consumption” at the 
expense of deep, sustainable, and creative engagement with the genre.61  
 
These authors also point to the growth of tourism and heritage industries around 
traditional music, which amplify its status as a symbol of identity. Howard writes 
that Korea developed national policies for the protection of Intangible Cultural 
Heritage as early as the 1960s, in order to “give Koreans a sense of identity and a 
sense of pride.”62 However, the connection between specific cultural products and 
national identity also serves an economic purpose, as icons of Koreanness “are the 
stuff of tourist shops, of Korean airports and hotels, and are the images portrayed 
around the world to represent Korea.”63 Norton sums up the dangers faced by ca trú 
and many other traditional music forms, as they are increasingly seized upon as 
symbols of identity and sources of authenticity and profit. As he writes:  
 
A danger of the current revival is that ca trú will become an empty vessel filled 
to the brim with nationalist sentiments and imbued with heritage, but lacking 
in other possible meanings relating to the historical ontologies of ca trú. The 
weight of cultural heritage threatens to limit ca trú’s musical and ritual 
meanings, to define its contemporary social relevance in primarily 
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nationalistic terms, and to make it more difficult for a vital, innovative musical 
culture to emerge.64 
 
Titon has also identified problematic aspects of the union between traditional music 
and the heritage industries, suggesting that “By supporting the conservation of 
[musical] assets with tourist commerce, heritage management is doomed to the 
paradox of constructing staged authenticities with music treated as a market 
commodity.”65  
 
The dynamics surrounding Intangible Cultural Heritage that have been identified by 
these researchers bear a striking resemblance to those which have been characteristic 
of England’s folk revival since the early twentieth century. Georgina Boyes alludes to 
these dynamics, writing that “Morris dancers, maypoles on the village green and 
orchestrated folksongs have been used to represent – and sell – ‘Englishness’ 
throughout the world.”66 These similarities are hardly surprising, since, as I will 
demonstrate in Chapter 3, the principles of continuity, variation, and selection, 
which were created by Cecil Sharp in order to theorise the capacity for England’s folk 
music to represent English national identity, have remained central to international 
definitions of folk music, traditional music, and intangible cultural heritage since the 
establishment of UNESCO and ICTM in the mid-twentieth century. As most 
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historians and critics of England’s folk revival acknowledge, Sharp’s theory was 
developed with the explicit intention of enabling the folk music of England to be used 
as a symbolic resource by English art music composers in their pursuit of a 
distinctive national style. What has so far eluded these scholars, probably due to their 
preoccupation with the revival’s ongoing national significance, is the way that 
Sharp’s ideals pervade thinking about traditional music throughout the world at the 
level of international policy. I will illustrate the series of connections that have led to 
this state of affairs in Chapter 3. I also expect that this dissertation will have 
relevance to the field of literature surrounding England’s folk revival at the national 
level. I will therefore now turn my attention in this literature review to the specific 
study of England’s folk revival, to illuminate the context for this aspect of my 
dissertation’s contemporary significance. 
 
England’s Folk Revival of the Late Nineteenth and Early Twentieth 
Centuries 
 
Since the 1960s, most interpretations of English folk and its cultural significance 
music have been polarised between two competing political ideologies. On the one 
hand, supporters of what I am calling the nationalist position have generally adhered 
to the doctrine elaborated by Cecil Sharp and others during the early twentieth 
century: that folk music evolved via its processes of oral transmission over untold 
centuries, such that it has come to reflect the identity of the English people. On the 
other hand, exponents of what I am calling the socialist position have argued that, 
since folk music was orally transmitted specifically by the English working class, it 
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constituted an expression their unique identity and interests, rather than those of the 
nation as a whole. For the socialists, the folk revival of the early twentieth century 
was an act of cultural appropriation, in that it took the cultural property of England’s 
proletariat, and reformulated it as a vehicle for the popularisation of bourgeois 
nationalist ideology. For Christopher Bearman, an impassioned apologist for the 
nationalist position during the late 1990s, the emergence of the socialist position 
during the mid-twentieth century constituted a “wholesale politicisation” of 
England’s traditional music.67 Of course, to imply that the folk revival of the early 
twentieth century, arguably the crucible of English national music, was an apolitical 
venture is questionable, to say the very least. While Bearman’s historical research 
into the revival of the early twentieth century is an invaluable trove of information, 
this oversight is typical of his critical thought, which is most apparent in Bearman’s 
work when he is “lampooning his adversaries,” to borrow Arthur Knevett’s 
characterisation.68  
 
Although he is not foremost among those scholars regarded as ‘adversaries’ by 
Bearman, A. L. Lloyd is credited with articulating the earliest socialist position on 
England’s folk music in his 1967 book, Folk Song in England. Lloyd argued against 
the view of folk music as an expression of national identity, proposing that “what we 
call folk music … is only imaginable in a society divided by classes.”69 For Lloyd, folk 
music was the form of expression proper to the nation’s working class. As he put it, 
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“folk-songs are lower class songs specifically in so far as they arise from the common 
experience of labouring people and express the identity of interest of these people, 
very often in opposition to the interests of their masters.”70 In its time, the argument 
unfolded by Lloyd in Folk Song in England signalled a radical redefinition of folk 
music as a concept. As Lloyd’s obituary in History Workshop told it, “In an age in 
which folk song scholarship was antiquarian and golden-ageist his work was not so 
much a breath of fresh air as a hurricane.”71 Even though Folk Song in England 
marked a fundamental shift from defining folk music in terms of national culture to 
defining it in terms of class division, Bearman notes that Lloyd “combined criticism 
of Sharp’s approach and methods with high and unreserved praise for his motivation 
and the epic scale of his achievements.”72 Michael Pickering similarly identifies a 
degree of continuity between the work of the early revivalists and that of Lloyd, 
writing that:  
 
Lloyd’s work represents on the one hand the last substantial link with the old 
paradigm in folksong scholarship, associated in England with the likes of 
Sharp, Broadwood, Baring-Gould, and Kidson, and on the other hand a 
forging of the first links towards a contextualist approach, specifically in his 
case via the discipline of history.  
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While Pickering celebrates Lloyd’s work for the way that it brought the archaic, 
nationalistic field of folk music scholarship into contact with more recent work 
informed by “radical history,” he concludes that these two chief influences in Lloyd’s 
work “are not finally amenable to synthesis.”73  
 
In the latter half of the twentieth century, the elements of radical history that first 
appeared in Folk Song in England came to dominate the field of folk music 
scholarship. While Lloyd had blended praise for the early revivalists with critical 
reinterpretation of their objects, later scholars like Dave Harker denounced the folk 
music movement of the Victorian and Edwardian eras in its entirety. Harker’s 
incendiary research first appeared in a 1972 article on Sharp’s folk music collecting in 
Somerset, and culminated in his 1985 book, Fakesong: the manufacture of British 
“folksong” 1700 to the present day.74 Though he took up Lloyd’s argument for folk 
music as a product of the English working class, Harker denounced Lloyd’s work for 
its debt to Cecil Sharp, labelling him a ‘Sharpite’.75 Harker, himself a member of the 
Socialist Workers’ Party, interpreted the modern history of folk music and its revival 
movements as the expropriation of working class culture by middle class intellectuals 
for ideological and material ends. In Harker’s understanding, Sharp, Francis James 
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Child, and others were not merely collectors and revivalists of folk music; they also 
acted as “mediators” of both the concept of folk music and the practices and artefacts 
to which it was applied. Their assumptions, attitudes, and interests shaped their 
ideas about what counted as genuine ‘folksong’, he argued, and these in turn were 
produced in relation to bourgeois nationalist agenda.  
 
Harker’s ‘fakesong’ approach to the study of folk music became broadly influential in 
the last decades of the twentieth century. In 1986, Vic Gammon praised Harker, on 
the one hand, for undertaking the “beginning of recent serious critical work in this 
area,” and for aiming “to provoke his readers into rethinking their ideas.”76 On the 
other hand, Gammon expressed some reservations around Harker’s extreme political 
orientation, which pervades his critical writing. For Harker, as Gammon put it: 
 
The world is seen as a sort of Bunyanesque wilderness laying snares in the 
path of the true socialist. … the way Harker puts his case, his utter belief in the 
purity and correctness of his position, make it hard not to be drawn into 
battle. This is probably what he wants, at least the world then appears in 
simple black and white.77 
 
If Harker is guilty, as Gammon suggests, of artificially polarising the political field of 
folk music scholarship, then Bearman is equally culpable in this regard. Although he 
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articulates an opposite position to Harker’s, he accepts, and arguably further 
entrenches, the terms of opposition that Harker established. Bearman asserts that 
Gammon, Harker, and most other folk music scholars of the 1980s were complicit in 
a Marxist project aimed at “inventing hegemonic traditions,” and that Harker’s ideas 
“went unquestioned because they provided the necessary first stage for the 
developments which followed.”78 Both Bearman and Harker were more concerned 
with making strawmen of their ideological opponents than with elaborating a fair 
and balanced review of their contributions to the field of folk music scholarship.  
 
Harker’s work was not perpetuated without question, as Bearman suggests, although, 
as Gammon points out, it nevertheless took on “the status of an orthodoxy” in left-
wing British thought around folk music.79 In a 1990 survey of contemporary folk 
music scholarship, Michael Pickering praised Harker’s critique of cultural 
antiquarianism, romantic nationalism, and conservative pastoralism in England’s 
folk revival as “the best example of this kind of work to date.”80 Beyond the 
immediate field of folk music scholarship, the criticisms given by Raymond Williams 
of Cecil Sharp are footnoted to Harker.81 Both Harker and Williams are cited by 
Boyes in her seminal 1993 account of early twentieth-century folk music scholarship, 
The Imagined Village: Culture, Ideology and the English Folk Revival. Bearman 
concludes that this vein of literature has developed as a series of unjustifiable leaps, 
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with each providing a platform for the next, such that the entire body of folk music 
scholarship from the early 1970s to the mid-1990s is “too far gone” for any hope of 
rescue.82 Rejecting the way scholars like Gammon, Williams, and Boyes have 
interpreted traditional music in connection with broader contemporary cultural and 
political themes, Bearman suggests that “the lack of any clear political consciousness 
in the material recovered [by collectors] from oral tradition,” make it difficult for folk 
music to be used as “historical source material” in political narratives.83 In his view, 
discomfort around this lack of political consciousness has compelled left-leaning 
scholars to focus on issues of misrepresentation, and “to turn Sharp into a whipping 
boy on which [sic] all the concepts and ideologies of the pre-1914 movement can be 
blamed (whether or not they actually originated with him).”84 Although I agree with 
Bearman that there has been a particularly strong, and at times overtly antagonistic, 
emphasis on the status and legacy of Sharp in critical literature since the 1960s, this 
is not wholly unjustified. He was, after all, the only collector among the Edwardian 
revivalists to produce a full-length treatise theorising the nature of traditional music, 
and the central institution in England’s ongoing revival, the EFDSS, was founded 
upon, and continues to uphold, the theoretical orientation that he established in 
1907. Furthermore, as I demonstrate in Chapter 3, his ideas made their way into the 
definitions and policies of international organisations like UNESCO and ICTM over 
the course of the twentieth century and continue to inform the theory and practice of 
traditional music in international contexts today. Although he complains of the 
amount of attention Sharp has received from critical scholars, Bearman does little to 
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address the overemphasis on Sharp; if anything, he adds to it by devoting an 
inordinate portion of his own scholarship to rescuing Sharp’s legacy. As Graham 
Freeman points out, the main beneficiary of Bearman’s revisions is Cecil Sharp, and 
even when Bearman ostensibly takes another revivalist like Percy Grainger as his 
object, “Grainger was … simply a stick with which to beat Dave Harker and the 
Marxist critics and rescue Cecil Sharp.”85    
 
Justly or not, Sharp has become the focal point for a number of politically charged 
debates in the field of folk music scholarship since the 1970s. For Harker, Sharp was 
a bourgeois nationalist ideologue, who seized upon the opportunity to extract the 
musical products of “a tiny fraction of the rural proletariat,” and to impose them 
upon “town and country alike for the people’s own good” as “the basis of nationalistic 
sentiments and bourgeois values.”86 Gammon, taking a more moderate critical tone, 
identifies Cecil Sharp as the promulgator of a misleading concept of folk song, 
writing that: 
 
Put briefly, Sharp took from the singing repertoires of mainly old people in 
Somerset, Appalachia and other places those pieces that conformed or came 
close to his preformed notion of ‘English folk song.’ Simultaneously he 
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rejected much else that was in common usage because it failed to meet his 
criteria of authenticity. He then served up the part for the whole.87 
 
Gammon identifies three broad themes in Sharp’s thinking about folk music: 
romantic nationalism, aesthetic Darwinism, and national regeneration.88 Sharp’s 
romantic nationalism was expressed in his ideas about the racial significance of 
English folk music. He believed that folk music encapsulated and expressed the 
essential characteristics of the English race. Gammon describes Sharp’s three 
principles of oral tradition—continuity, variation, and selection—as a kind of 
“aesthetic Darwinism.” He is right to point out the similarities between Sharp’s ideas 
about how folk music was shaped by oral tradition and Darwin’s evolutionary theory, 
and Sharp’s thesis naturally held implications for the aesthetic forms taken by folk 
music. However, to describe the principles of continuity, variation and selection as 
merely “aesthetic” is to overlook their real significance as the pillars which supported 
Sharp’s cultural nationalist theorisation of folk music. As I argue in Chapter 3, the 
three principles of oral transmission that Sharp expounded—continuity, variation, 
and selection—were necessitated by the cultural nationalist vision of folk music to 
which he was committed, a priori. 
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In 2011, Gammon reflected upon the significance of Sharp’s particular articulation of 
English national identity.89 He notes that Sharp’s distinctive mixture of political 
ideals has allowed him to be painted as “a man of the left and of the right, progressive 
and authoritarian” by critics and commentators who themselves represent a variety 
of different political positions.90 Sharp has variously been painted as a Fabian, a 
social and educational reformer, a supporter of Boer independence, and an opponent 
of women’s suffrage. However, Gammon ultimately condemns “the idea that Sharp’s 
vision constituted a sort of leftist alternative English patriotism,” concluding that 
“his romantic nationalism was, at heart, deeply conservative.”91 John Francmanis has 
taken a similarly critical perspective on Sharp’s ideals concerning folk music and 
national characteristics. In his research into the pioneering folk music collector 
Frank Kidson, Francmanis suggests that Sharp’s work stood at odds with the 
principles held by revivalists of the preceding generation, such as Lucy Broadwood, 
Frank Kidson, and Sabine Baring-Gould. As he writes: 
 
Sharp not only appeared to believe he had proved things when he had merely 
said them, but also that arguments against his theory could be refuted simply 
by a reassertion of it. He was in consequence quite unable to establish his 
contention as ‘fact’ to the satisfaction of those who implored him to prove his 
theory instead of simply repeating ‘meaningless catchwords’. 
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 For Kidson, the apparent mystery of ‘so-called’ communal origin—that 
defining characteristic which, in Sharp’s formulation, provided folk-song with 
the particular properties he ascribed to it—could often best be solved by 
research in early printed matter. But few shared Kidson’s knowledge of such 
sources or the desire to explore them. Sharp’s position consequently attracted 
support from those either less able to evaluate its inherent weaknesses, or 
more prepared to overlook them, and for such adherents it became nothing 
more or less than a question of faith.92  
 
Francmanis is not alone in depicting Sharp as something of an antihero. A similar 
tactic has been employed by both Dorothy De Val in her otherwise excellent 
biography of Lucy Broadwood, and by Georgina Boyes in her exposition of the role 
played by Mary Neal in the revival during the early years of the twentieth century.93 
For Boyes, Sharp’s “construction of the Revival secured continuing hegemonic 
control for himself in his lifetime, and left little scope for anything other than total 
replication by his followers after his death.”94 De Val writes that when it came to folk 
music and dance, “Sharp was not the first in the field, but he very soon made it his 
objective to be the only one, eliminating all competition.”95 Like De Val, Boyes notes 
that “Sharp’s assumption of a leading role and undermining of possible rivals to 
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hegemonic control were the subject of private and public controversy among fellow 
collectors.”96 Julian Onderdonk has astutely responded that: 
 
class played a role in the internal history of the Revival as well, nowhere more 
so than in the muted hostility that Broadwood and others displayed towards 
the upstart Cecil Sharp when he burst on the scene in 1903. Sharp was pushy 
and self-aggrandizing, but his criticisms of the [Folk-Song] Society’s torpor 
and inactivity were accurate … De Val acknowledges all of this and yet remains 
too close to her subject to recognize in Broadwood’s hurt pride an entrenched 
class privilege. Sharp’s “fault” was that he needed to make a living, and in 
moving folk song out from the scholar’s study he stepped on the toes of the 
self-appointed “guardians” of the revival … who had decided that folk song, as 
a “thing apart” from the modern commercial world, should remain there.97 
 
Such black-and-white depictions of Sharp’s personal character are among the most 
problematic strategies employed by critical scholars; they do little either to critique 
or illuminate the nature and significance of Sharp’s work, and they only exacerbate 
the inflation of his stature in histories of the revival of the early twentieth century, 
inspiring impassioned opposition from those to whom Gammon refers as “latter-day 
Sharpians.”98 Certainly, the self-assured tone that Sharp frequently adopted in his 
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correspondence and personal diaries does little to dissuade these interpretations for 
those who read them (in one example reproduced by De Val, he describes himself as 
“flourishing in the role of prophet … prophesying … as to what Folk Song could 
do”).99 However, this kind of focus on Sharp’s character and the ethics that he 
exercised in pursuit of his ambitions in the field of folk music research distracts 
attention from the issues which really ought to be under critical scrutiny: namely, the 
impact of Sharp’s ideas upon the theory and practice of traditional music in national 
and international contexts throughout the twentieth and twenty-first centuries, and 
the ongoing consequences of the dominant position that continues to be occupied by 
his principles of continuity, variation, and selection in these fields. Insofar as I 
develop this critical perspective, I am afraid that I may be guilty of contributing to 
the Sharp-centric nature of scholarship on England’s folk revival. However, I aim at 
least to maintain an emphasis on those aspects of his work which continue to have 
relevance for the theory and practice of traditional music. In this sense, I am less 
interested in Cecil Sharp himself than I am in the way that his ideas have 
territorialized the field of traditional music. Gammon, again, is more balanced and 
incisive than most others, when he writes of Sharp that:  
 
He had some very useful and intelligent things to say about the processes of 
oral tradition and he was undoubtedly a very skilled and energetic collector. In 
his own mediating way, he saved a great deal of unique material that would 
otherwise have been utterly lost. On the negative side, he bequeathed us 
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notions of ‘folk song’ and ‘folk music’ imbued with racial ideas and deriving 
from his Romantic nationalism, a matter of faith rather than fact or logic.100 
 
Although Gammon has unfolded sustained criticism of Sharp’s work and ideas 
between the 1980s and the present, he has insisted that these historical criticisms 
should not be taken as outright denigrations.101 As Robert G. H. Burns has noted, 
Gammon was one of the leading voices calling for a reappraisal of late-twentieth 
century criticism of Sharp at the Folk-Song Society Centenary Conference in 1998.102 
Taking a lead from Gammon’s work, I also develop a balanced appraisal of Sharp’s 
theoretical output, noting the way it binds traditional music to a stifling concept of 
cultural identity, on the one hand, while acknowledging and developing the creative 
possibilities that it has enabled, on the other (as I aim to do in Chapter 6).  
 
Throughout decades of politically charged debate surrounding the cultural 
significance of England’s folk revival, Gammon’s voice has been a constant and 
balanced presence. His work, broadly speaking, developed the socialist position that 
began with Lloyd’s use of radical history as a tool for understanding the cultural 
significance of folk music. However, Gammon never fully accepted the notion of folk 
music as a vehicle for the expression of working-class identity. In 1984, Gammon 
argued that, although music provides a useful lens into the social experience of 
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different populations in past epochs, any straightforward interpretation of it as an 
expression of identity among those populations would be highly problematic. As he 
put it: 
 
it would be wrong to see in the class usage of popular song a simple or 
expressive relationship between economic classes and cultural forms. … Song 
is an ideological form, in that it is part of the imaginary relationship with 
society through which all people live their real conditions of existence, part of 
the cultural equipment with which they experience their world.103 
 
According to Gammon, working class culture, at least in nineteenth century England, 
was characterised not by identity but by a “fundamental heterogeneity.”104 
 
Alongside Harker’s ‘fakesong’ argument, another influential concept in the 
theorisation of folk music during the late twentieth century was what Eric 
Hobsbawm called “the invention of tradition.”105 Hobsbawm’s argument 
encompassed a very broad scope, which included the English folk music tradition 
alongside numerous other cultural phenomena. Like Harker’s fakesongs, 
Hobsbbawm’s invented traditions were theorised from the perspective of radical 
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history and hinged upon a binary opposition between that which could be thought of 
as authentic cultural tradition and that which could be shown to have been 
constructed, artificially, to bolster nationalist ideology. He defined an “invented 
tradition” as “a set of practices, normally governed by overtly or tacitly accepted rules 
and of a ritual or symbolic nature, which seek to inculcate certain values and norms 
of behaviour by repetition, which automatically implies continuity with the past.”106 
Although the past with which an invented tradition would attempt to establish 
continuity might be ‘genuine’, Hobsbawm argued that: 
 
insofar as there is such reference to a historic past, the peculiarity of ‘invented’ 
traditions is that the continuity with it is largely factitious. In short, they are 
responses to novel situations which take the form of reference to old 
situations, or which establish their own past by quasi-obligatory repetition. It 
is the contrast between the constant change and innovation of the modern 
world and the attempt to structure at least some parts of social life within it as 
unchanging and invariant, that makes the ‘invention of tradition’ so 
interesting for historians of the past two centuries.107 
 
Although Hobsbawm intended the concept of invented tradition to encompass the 
folk revival of the early twentieth century, his argument that invented traditions aim 
to structure parts of social life as “unchanging and invariant” displays a lack of 
familiarity with the way that most revivalists understood the nature of traditional 
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music. Cecil Sharp, Frank Kidson, Lucy Broadwood, and many other revivalists 
during the Victorian and Edwardian eras recognised oral tradition as an ongoing 
process involving continual innovation and reinvention. Even as early as 1866, Carl 
Engel asserted that a traditional song “generally undergoes some remarkable 
modifications” in the process of its oral transmission.108 The problematic aspect of 
the way that English folk music was theorised during the early twentieth century was 
not that tradition was conceived as an unchanging set of practices borne from the 
past into the present. It was, and remains, rather that the cultural significance of 
traditional music was, and continues to be, articulated via reference to the principle 
of identity.  
 
Critical concepts such as ‘fakesong’ and the ‘invented tradition’ have themselves 
become objects of a great deal of critical scrutiny in recent decades, as 
ethnomusicologists and theorists of traditional music increasingly question simple 
oppositions between ‘authentic’ and ‘constructed’ cultural expressions. As O’Shea 
points out, the ‘invention of tradition’ argument “has many shortcomings including, 
ironically, its implication of a true, ‘original’ culture that preceded historically a 
period of inventing cultural traditions.”109 Likewise, for Stokes and Bohlman, such 
criticisms of folk music collectors’ failure to access “the real” inevitably perpetuate 
the logic of cultural nationalism. As they explain: 
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 There is a restless cultural logic at work here, which continues to separate 
“the real” from “fakelore” long after the nationalist movement that initially 
invested the process with such urgency. The institutions and agencies of 
cultural nationalism continually fall victim to the very rhetoric that was 
instrumental in their coming into existence. They too are subsequently 
deemed to speak an elite and politically invested (i.e. “nonreal”) language. 
They too are seen to live in a world of fabrication and artifice, cripplingly 
dependant on what they define themselves against; the quest for the real 
must, therefore, go on.  
To critique in this vein is, of course, to enter the process and ultimately 
endorse precisely what is criticised: the search for a hitherto misapprehended 
“real”.110 
 
The cyclic nature of critique that is grounded in these simple oppositions is further 
evidenced in Bearman’s response to the socialist position that was developed by 
researchers like Harker in the late twentieth century. Harker criticised the early 
revivalists for fabricating a misleading image of folk music, one that was based on 
their own nationalist ideologies and which obscured the real character of folk music 
as a vehicle of working-class identity. Bearman, in turn, criticises Harker for 
misrepresenting the nature of revivalist scholarship in order to support his own 
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Marxist interpretation of folk music’s political and cultural significance.111 According 
to Bearman, Harker’s depiction of Sharp as a bourgeois villain was accomplished by 
means of “an absurd farrago of unsubstantiated assertions, untrue statements, 
fundamental misunderstandings of the material, statistics which have no base, and 
numbers that do not add up.”112 In this way, Bearman turns Harker’s claims to have 
accessed a reality obscured by ideological fantasy against him, and, by expressing his 
wish “to get down to the historical bedrock and to draw no conclusions which cannot 
be supported in strictly historical terms,” accepts the burden of representing the 
‘real’ for himself.113 
 
Aside from Harker, the principal antagonist in Bearman’s polemic against the 
socialist position in folk music research is Georgina Boyes. Boyes’ stated primary aim 
was to demonstrate continuity between the revival of the early twentieth century and 
that of the mid twentieth century. Although her work is an unqualified success in this 
regard, the real significance of The Imagined Village lay in Boyes’ critique of the 
ideologies of nation, gender, and class that underpinned the revival from the late-
Victorian era to the mid twentieth century. Boyes neatly articulates the ideological 
tension at the heart of the movement, writing that:  
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A revival is inherently both revolutionary and conservative. It simultaneously 
comprehends a demand for change in an existing situation and a requirement 
of reversion to an older form.114 
 
Despite recognising this tension, she does not look for a way out of the binary 
opposition, but takes up the socialist position, continuing the line of ideology critique 
that runs through Lloyd’s and Harker’s work. For example, she argues that the 
promotion of ‘folk’ as a national culture was effected using a something akin to 
sleight of hand. The ‘folk’—whom she identifies as the “rural working classes”—were 
celebrated by revivalists, on the one hand, as the bearers of a truly indigenous 
cultural heritage, while on the other being simultaneously denigrated as an 
unconscious mass, whose lack of appreciation for their own traditional music posed a 
threat to its very survival.115 According to this rationale, the revival emerged as an 
apparatus by means of which the rural working classes would be dispossessed of 
their cultural property so that it could be transferred to the more responsible 
custodianship of middle-class intellectuals. As she puts it: 
 
It had long been understood that the Folk had lost any creative ability. This, 
coupled with their forgetfulness and lack of sensibility, was actively damaging 
what traditions they did unwittingly retain. Steps to replace this dwindling, 
elderly, anachronistic body with new, aware and active inheritors would 
therefore be not merely logical but just. A national movement was called for so 
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that all that was deepest, most characteristic and best in English culture would 
once again be in the hands of the race, where its true value would be fully 
appreciated.116 
 
Boyes argues that the folk revival has served numerous ideological agenda from its 
inception to the present day—including, paradoxically, both the encouragement of 
consensus between the classes and the attempt to challenge existing social 
hierarchies—but has, in all its various guises, reproduced a particular notion of 
Englishness.117 As she puts it: 
 
The broad attractions of their Arcadian connotations have guaranteed the 
Revival’s signifiers a place in high and mass culture. Morris dancers, maypoles 
on the village green and orchestrated folk songs have been used to represent—
and sell—‘Englishness’ throughout the world.118 
 
Boyes argues that a key ideological component of early English folksong collecting 
was the concept of ‘survivals’, which was drawn from the anthropological work of 
E.B. Tylor.119 According to survivals theory, folksongs were the cultural remnants of 
an earlier stage of human development. The implication of this view was that “in as 
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far as a folk singer did anything individual to a folk song, he or she ‘corrupted’ it.”120 
For Boyes, this had profound implications for the bourgeois construction of the folk, 
as it signalled their ideal folk singer as “manifesting a comprehensive lack of 
creativity.”121 The understanding by bourgeois folksong collectors such as Cecil 
Sharp, Sabine Baring-Gould, Lucy Broadwood, Ralph Vaughan-Williams, and Percy 
Grainger of folk musicians as conduits for the survival of cultural relics produced a 
paradoxical ideological position of the revival—“love of the folk song; contempt of the 
folk singer.”122 While ‘folk’ was constructed as the music of the rural peasantry, then, 
folk songs themselves were too valuable to be entrusted to such people, and required 
the care of “experts who understood [their] musical and spiritual characteristics.”123 
 
Bearman, although generally critical of the book, conceded that it stood as the 
nearest thing to a general history of the English folk music movement.124 
Nonetheless, he argued that Boyes could be dismissed along with the other so-called 
“Marxists” because of the way that she perpetuated a “thesis of folk music as the 
cultural property of the working class … expropriated, misrepresented, and 
transformed by the collectors,” and for depicting the early twentieth century revival 
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as “an Establishment plot to avert national catastrophe by presenting English life as 
that of a fantasised rural community.”125 Other critics have been more generous in 
their appraisal of The Imagined Village. For example, Britta Sweers is critical of 
Boyes’ apparent lack of empirical investigation (hardly a meaningful criticism to level 
at a work of critical revisionist history), but she acknowledges The Imagined Village 
as “One of the more helpful recent approaches” to the study of England’s folk revival, 
which refrains from the “overly restrictive [neo-Marxist] metanarrative” that is 
characteristic of Harker’s work.126 As Bearman has pointed out, Boyes was indeed 
somewhat ruthless in her criticism of the early revivalists, particularly Cecil Sharp. 
However, for all the passion behind his rebuttals of Boyes, Bearman’s own work is 
firmly entrenched within the paradigm of positivist historiography, and he therefore 
does little to critique the ideologies with which Boyes was concerned, if indeed he is 
not complicit in reinstating them. For Bearman, the impetus behind the movement 
to collect and revive folk music simply “did not come from the social conditions of 
the time.”127 
 
My own research into the revival of the Victorian and Edwardian eras has produced 
points of both agreement and contention with Boyes’ critique. On the one hand, I 
agree with Boyes that there was nothing essentially national or racial about 
traditional music in England prior to its reconstruction as such in the revival. On the 
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other hand, I think that Bearman is justified in his criticism that she has exaggerated, 
in some cases, the aloof and patronising attitudes taken by certain revivalists towards 
their subjects. For example, far from dismissing their sources as passive and 
uncreative receptacles for a tradition as to the value of which they were ignorant, 
revivalists like Lucy Broadwood, Frank Kidson, and Percy Grainger all acknowledged 
the important role played by living folk musicians in actively shaping and adding 
value to the music of oral tradition (Sabine Baring-Gould was a more deserving 
target of such criticisms). Furthermore, I am convinced that Boyes has overlooked a 
vital area of potential significance by focusing her critique on the methods and 
attitudes involved the construction of England’s national music, rather than on the 
contemporary, ongoing significance of this aspect of the revival. Whether or not the 
revivalists of the early twentieth century held their working-class sources in high 
esteem is largely irrelevant to our contemporary concept of traditional music. As I 
argue in Chapter 3, the effects of the nationalist movement within the folk revival, 
spearheaded by Cecil Sharp, are still potently felt today, and have filtered into 
definitions of folk, traditional, and heritage music at the level of international policy. 
While Boyes was generally critical of the way that folk music was promoted as part of 
a nationalist symbology, she does not touch upon the way that England’s folk revival 
of the early twentieth century became one of the driving forces behind the creation of 
worldwide networks and organisations devoted to the study, protection, and 
promotion of traditional music. In limiting her account of England’s folk revival to 
the immediate context of England itself, then, she arguably reinscribes the 
nationalist territoriality of folk music at the same time as she critiques the processes 
by which it was constructed. 
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Bearman’s ideas have found some support among folk music scholars since the turn 
of the millennium. Arthur Knevett, for example, has praised Bearman for his “careful 
scholarship,” and for providing “a clear, matter-of-fact account of the foundation of 
the FSS, its organization, and its membership.”128 However, Knevett is balanced in 
his assessment, baulking at the way Bearman takes “an aggressive approach towards 
those he considers to have erred,” and ultimately disputes Bearman’s suggestion that 
the social and cultural atmosphere of the 1890s bore no relevance upon emergence of 
the FSS.129 Knevett adopts a position midway between Bearman and Boyes, 
concluding that “We should welcome attempts to understand such things in a wider 
historical context, but, on balance, it seems it is easy to overstate the place of the FSS 
in the class and cultural politics of its day.”130 E. David Gregory has been a more 
unequivocal supporter of Bearman’s thesis (whose research and statistical analysis 
he lauds as “brilliant”131), reiterating several of his arguments in a critique of the 
“Harker-Boyes” thesis—most notably when rebutting the criticisms that these 
authors levelled at the attitudes held by Edwardian song collectors towards their 
“peasant” sources.132 Although he acknowledges that the “details” in Harker’s and 
Boyes’ research “are often illuminating and valuable,” Gregory concludes that the 
broader arguments in each work are compromised by the apparent fact that “the two 
authors … knew what they wanted to prove before they actually went and looked at 
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the evidence.”133 Incidentally, Gregory’s critique of Boyes introduces an important 
historical inaccuracy that ought to be addressed, when he asserts that: 
 
Boyes … was convinced in advance that the dreaded ‘survivalists’ had a 
Romantic notion of “the Folk” derived from Herder. She conveniently ignored 
the fact that the English term “folksong” was not borrowed from the German 
but appears to have been coined circa 1875 by John Harland’s friend and 
disciple William Axon in his Folk Song and Folk Speech of Lancashire.134 
 
Elsewhere, Gregory has maintained that “the German notion of Volkslied had no 
significant influence” upon the adoption of the term ‘folk song’ in England.135 In fact, 
when Carl Engel published An Introduction to the Study of National Music in 1866, 
not only did he articulate a concept of folk music that was nearly identical to that 
which was expounded by Sharp in 1907, but he also indicated, in a footnote on the 
very first page that he would have preferred to translate the German Volksmusik as 
“folk-music, had this word been admissible.”136 Gregory is clearly aware of Engel’s 
work, since he states that “Engel … muddied the water and caused endless confusion 
by translating Volkslied as “national song” rather than folksong.”137 Regardless of 
whether Gregory overlooked Engel’s stated preference for the term ‘folk-music’ or 
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dismissed it as an insignificant detail in the emergence of the term ‘folksong’ in 
English usage, Engel’s comment certainly adds credibility to Boyes’ argument for a 
significant degree of continuity between the German and the English concepts of folk 
music. 
 
Gregory disputes the idea, expounded by Harker and Boyes, that the Romantic 
mythologising of ‘the folk’ undermines the legitimacy of the folk revival. He argues 
that:  
 
the ‘myth of the folk’ is itself a myth, a figment of the academic imagination. 
But, like most myths there is a reality behind it. The reality is the limited 
extent to which collectors distorted what they found when they sought to 
publish the results of their research.138   
 
Part of Gregory’s scorn for the work of Harker and Boyes is implicit in his 
commitment to “avoid the anachronism of assessing and criticizing historical figures 
by the values and theoretical assumptions of a later age,” as well as in his assertion 
that “the primary task of a historian is to understand and explain, not to attack and 
pass adverse judgement.”139 Gregory goes on to suggest his preference for the 
nationalist interpretation of the revival’s significance, opining that “In my view, the 
project … of creating a new ‘national’ school of classical music with its roots in 
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English folk music, was hugely successful.”140 As I have pointed out in the discussion 
above, I agree that there are more useful objects for critical revision than the moral 
positions of the early revivalists, particularly when these were not unusual among 
individuals of their social class and historical era. However, his assertion regarding 
“the primary task of a historian” is extremely questionable, since the critical 
evaluation of ideas that have been inherited from the past is in fact a responsibility of 
the historian. My own approach to the historical aspects of this project diverge from 
Gregory’s. This approach, which I am calling virtual historical revision, will be 
clarified in Chapter 2, where I introduce Deleuze’s concept of the virtual.  
 
Ever since the mid-twentieth century, scholarship on folk music in England its 
revival in the Victorian and Edwardian eras has swung between the oppositional 
positions of nationalism and socialism. The ascendency of the socialist position on 
folk music’s cultural significance over the second half of the twentieth century 
enabled Michael Pickering to confidently declare, in 1990, that “the theoretically 
redundant and empirically unsustainable ideas which have informed the folk 
paradigm … have now been largely debunked.”141 However, since Bearman’s work 
emerged in the late 1990s, the field has seen a resurgence of positivist historical 
research, coloured by celebratory, nationalist overtones. The principle of identity 
underpins both nationalist and socialist positions, attached to the idea of the nation, 
in one case, and to the idea of the working-class, in the other. In this dissertation, I 
use Deleuze and Guattari’s philosophy to move away from the principle of identity in 
understanding and valuing traditional music, via a virtual historical revision of 
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England’s folk revival of the late nineteenth and early twentieth centuries. In doing 
this, I aim to make a genuine contribution to the scholarship of the revival that does 
not reproduce either of tired political orientations that have polarised its discourse 
for the last fifty years.  
 
Conclusion 
 
In this chapter, I have situated the contemporary significance of my research in 
relation to the field of traditional music studies, with emphasis on the discourse 
surrounding UNESCO-designated intangible cultural heritage, as well as in relation 
to the literature surrounding England’s folk revival of the late nineteenth and early 
twentieth centuries. In Chapter 3, I show that these two fields are connected, because 
Sharp’s principles of continuity, variation, and selection continue to inform the way 
that traditional music is understood and valued at the level of international policy. 
For this reason, my virtual historical revision, which moves away from the principle 
of identity in understanding England’s folk revival, also moves away from the 
principle of identity in thinking about traditional music in international contexts 
today.  
 
Both literatures I have reviewed in this chapter are pervaded by the principle of 
identity. In the literature surrounding traditional music, heritage music, world 
music, and folk music in the modern world, the principle of identity is a continuous 
thread that links together these superficially distinct concepts. It is true that each 
concept branches out in a different direction, but they are all sprung from the same 
68 
 
root. Not only is this root constituted by the definition of traditional music in relation 
to cultural identities, but its existence creates an identity in which each concept is 
grounded. The principle of identity is prominent in debates surrounding UNESCO-
designated intangible cultural heritage. Obviously, it is manifested in UNESCO’s 
promotion of intangible cultural heritage as a form of expression which gives 
individuals and communities a sense of identity, and in the criticisms that UNESCO 
proclamations potentially transform musical traditions into symbols of national, 
cultural, or ethnic identity. Less obvious, though equally significant, is the way that 
the principle of identity manifests in both the aims and many of the criticisms of 
UNESCO safeguarding practices. Here, identity is conceived either as a relationship 
between the historical form of a musical tradition and the form in which it should be 
preserved, or as a relationship between the music’s existing ecologies and those 
which are necessary to ensure its continued survival. The field of research concerned 
with England’s folk revival of the early twentieth and twenty-first centuries has been 
polarised for decades by two political orientations which, though oppositional, are 
equally dependent upon the principle of identity for their definition. The nationalist 
position, by and large, upholds the vision of English folk music that was expounded 
by Cecil Sharp and others during the revival. For nationalists, the principle of 
identity is a relationship between the individuals who constitute England as a 
political community, now typically conceived in terms of culture more than race, as it 
was in the early twentieth century. For socialists, folk music is a product of the 
working-class, and cannot belong to the nation as a whole to the extent that the 
nation includes, as Lloyd put it, the “masters.” The socialist position nevertheless 
depends on principle of identity, since the working-class itself is defined by an 
identity of economic interests among its constituents.  
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In each of these fields there have been critics who raise insightful concerns regarding 
the dynamics which are produced by the field’s reliance upon the principle of 
identity. Mark Slobin has warned against oversimplified concepts of the relationship 
between musical forms and cultural groups, given the incredibly mobile and dividual 
nature of both throughout human history. David Kaminsky has warned that 
ethnomusicologists cannot continue to draw currency from the principle identity 
without taking responsibility for the way that in doing so they lend credibility to 
exclusionary nationalist movements. Catherine Grant is among many who have 
criticised UNESCO safeguarding practices for the way they allow musical traditions 
to be transformed into symbols of identity. She is also among the few who have 
identified the problematic dynamics produced by the principle of identity as it is 
manifested in the aims of safeguarding itself. Too many other critics denounce one 
manifestation of the principle of identity while occupying, ironically, a position which 
is dependent upon another manifestation of the same principle, perpetuating 
simplistic oppositions between ‘authentic’ and ‘constructed’ cultural expressions, 
culture and commerce, or tradition and innovation as they do so. Vic Gammon, 
though generally speaking an exponent of the socialist position in the debates 
surrounding the cultural significance of England’s folk revival, has explicitly 
eschewed the principle of identity in his understanding of the historical working-
classes, and has been a balanced critic in a field that has very often been dominated 
by polemic. My aims in this dissertation have been influenced to a significant degree 
by the critical insights provided by such researchers. However, these aims must also 
be understood in relation to the philosophy of Gilles Deleuze and Félix Guattari, 
which will be introduced in the next chapter
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Chapter 2: The Philosophy of Gilles Deleuze and Félix 
Guattari and its Uses in this Dissertation 
 
Introduction 
 
Throughout this dissertation, I will be employing the concepts and the broader 
philosophical positions that were developed by Deleuze in his individual work, as 
well as by Deleuze and Guattari in their collaborative work.1 I will also draw on the 
work of thinkers like Elizabeth Grosz, Claire Colebrook, Brian Hulse, Jonathan Roffe, 
and Jean-Godefroy Bidima, who have extended Deleuzian thinking into new areas 
since the philosopher’s death. Their interpretations of Deleuzian philosophy offer 
much more than mere second-hand descriptions of Deleuzian concepts, since the 
way that these concepts work is inevitably affected by the context in which they are 
mobilised. Deleuze’s work has a reputation for being complex and difficult, which has 
been a barrier to its acceptance in mainstream musicology. There are certainly 
challenges involved in working with Deleuzian concepts, and the concepts 
themselves tend towards a production of complexity in thought and in terminology 
that can make Deleuzian work seem inaccessible. However, it is precisely because 
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Deleuzian philosophy aims to avoid the simple abstractions that are characteristic of 
ordinary communication that it tends to produce a more complex and 
terminologically dense mode of thinking and communicating. A simple idea—for 
example, the idea that traditional musics are valuable because of the cultural 
identities they express—is relatively easy to grasp because it takes a complex reality 
and reduces it to something that is easy to communicate. Thinking with Deleuze and 
Guattari’s concepts is a more difficult and time-consuming endeavour that is most 
useful when the simple representations that we use to communicate efficiently do not 
do justice to the reality they purport to represent. The challenging nature of 
Deleuzian thought and expression, then, is a necessary consequence of a genuine 
effort to engage with a reality whose complexity exceeds our capacity to articulate it. 
This chapter is offered as an introduction to Deleuzian philosophy in general and to 
the ways that specific Deleuzian concepts will be applied throughout this 
dissertation.  
 
The Orientation of Deleuzian Philosophy: Difference and Immanence 
 
Deleuze’s philosophical project might be introduced as an effort to think differently 
to the way that the Western philosophical tradition had thought for more than two 
millennia. Western philosophy, for Deleuze, had favoured the terms ‘being’ and 
‘identity’ over those of ‘becoming’ and ‘difference’, and, in doing so, had tended to 
create rigid categories and hierarchical orders in thought. As Brian Hulse explains, 
Western thought has always tried:  
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to relate or mediate difference through some form of identity: identity as 
being in opposition to difference as well as there being an identity to 
difference itself. Deleuze sets himself apart from Western philosophy in his 
belief that authentic difference escapes dependence on identity.2 
 
At the broadest level, my aim in this dissertation is to render inhospitable the central 
position that is occupied by the principle of identity in thinking about traditional 
music. I take Deleuze as a guide in this endeavour, because he placed a refusal of 
identity and an elaboration of difference-in-itself at the centre of his philosophical 
project. Deleuze also aimed to think differently to the dominant and emerging 
intellectual trends of his time—phenomenology, existentialism, structuralism/post-
structuralism, and constructivism. As DeLanda points out, these ways of thinking 
avoided having to account for the “mind-independent reality” of entities by 
prioritising the way that they are experienced by perceiving subjects 
(phenomenology), or their social and cultural construction as objects and agents of 
knowledge and power (constructivism/post-structuralism).3 By contrast, Deleuze 
introduced a radical form of materialism into the philosophical landscape of his time. 
For Deleuze, not only did thought’s objects exist independently of the human mind, 
but also thought and perception themselves were material forces or events in the 
world, that were not dependent upon a thinking or a perceiving subject for their 
                                                             
2 Brian Hulse, "Thinking Musical Difference: Music Theory as Minor Science," in Sounding the Virtual: Gilles 
Deleuze and the Theory and Philosophy of Music, ed. Brian Hulse and Nick Nesbitt (Farnham, Surrey, England 
and Burlington, USA: Ashgate, 2010), 23. 
3 Manuel DeLanda, Intensive Science and Virtual Philosophy (London and New York: Continuum, 2002), 1-3. 
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existence.4 In this way, Deleuze discarded the notion of an a priori distinction 
between the thinking, perceiving subject and the inert objects of thought and 
perception. Subjects and objects—the inside and the outside of thought—are, in 
Deleuze’s thinking, folded from a single medium.5 Thinking can therefore be 
regarded as taking place on what Deleuze and Guattari called a “plane of 
immanence.”6  
 
For DeLanda, Deleuze’s effort to revive and reinvent a materialist philosophical 
position sets him apart from other thinkers of his generation, who can generally be 
said to have been working within the paradigms of postmodernism and post-
structuralism.7 Similarly, Grosz has pointed out that Deleuze and Guattari’s 
philosophy worked against “the postmodern obsession with representation and 
discourse.”8 Colebrook articulates Deleuze’s distinctive contribution to philosophy by 
describing his work as, first and foremost, a “practical” kind of philosophy.9 She 
maintains that Deleuze’s philosophy needs to be understood and employed as an 
intervention into the world, rather than as a description of its nature.10 Developing 
this idea, she points out that a key concept in Deleuze’s individual work and in his 
                                                             
4 Gilles Deleuze, Pure Immanence: Essays on a Life, trans. Anne Boyman (New York: Urzone Inc., 2001), 25. 
5 Foucault, trans. Sean Hand (Minneapolis: University of Minnesota Press, 1988 (1986)), 94-123. 
6 Gilles Deleuze and Felix Guattari, What Is Philosophy, trans. Hugh Tomlinson and Graham Burchell (New 
York: Columbia University Press, 1994), 35. 
7 DeLanda, Virtual Philosophy, 2-4. 
8 Elizabeth Grosz, Chaos, Territory, Art: Deleuze and the Framing of the Earth (New York: Columbia University 
Press, 2008), 27. 
9 Claire Colebrook, Understanding Deleuze (Sydney: Allen & Unwin, 2002), xi. 
10 Understanding Deleuze, xi-xii. 
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collaborations with Guattari is the immanence of philosophy.11 Deleuze and Guattari 
likened traditional Western thought to “tracing” or copying of the world.12 In this 
representational mode of thought, the goal of thinking is to reproduce a faithful 
image of the world. They contrasted immanent thinking to this representational 
mode by likening it to a map—still undertaken in connection to the world as it exists, 
but oriented towards facilitating activity and experimentation within it.13 
Representational thinking, in short, is oriented towards the reproduction of the same 
and prioritises the principle of identity, while immanent philosophy aims to open 
existing states of affairs to the possibility of difference. Whereas representational 
thought constructs a transcendent plane, Deleuzian concepts connect with the world 
on a plane of immanence. Representational thought is governed by the verb “to be,” 
but Deleuzian thinking is always oriented towards becomings that are not-yet.14 
 
Deleuze criticised what he saw as Western philosophy’s tendency to represent the 
world, and, in so doing, to artificially impose relations of interiority and exteriority 
on it.15 For example, empiricism has typically treated subjects and objects as 
ontologically distinct entities which precede their encounters with one another in 
thought and experience. As Colebrook explains, Deleuze proposed an alternative to 
this dualism, arguing that:  
 
                                                             
11 Understanding Deleuze, xvi. 
12 Deleuze and Guattari, A Thousand Plateaus, 12. 
13 A Thousand Plateaus, 12. 
14 A Thousand Plateaus, 25. 
15 Claire Colebrook, Gilles Deleuze (London and New York: Routledge, 2002), 14. 
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[w]e might say that there just ‘is’ experience, without subjects or objects, 
inside or outside. This is a plane of immanence, a pure flow of life and 
perception without any distinct perceivers. Deleuze refers to a ‘plane of 
immanence’ which is the presupposed field across which the distinction 
between interior (mind or subject) and exterior (world or certainty) is drawn. 
It is from experience that subjects are formed. There is perception, and it is 
from this perception that a perceiver is formed.16   
 
The positions of ‘subject’ and ‘object’ come about, for Deleuze, by means of a 
‘folding’, a process through which an interior is distinguished from an exterior.17 The 
distinction between interior and exterior always relies upon a presupposed element 
which lies completely outside of the terms of the opposition.18 A piece of paper, for 
example, can be folded in order to produce an inside and an outside, but the paper 
itself, although it is immanent to the fold, and to the relation thus created, pre-exists 
and transcends the opposition of inside/outside.19 In a similar way, for Deleuze, 
subjects and objects exist not as ‘beings’ but as events: foldings occurring on a pre-
existing experiential or perceptual plane.  
     
Throughout his oeuvre, and in his collaborative work with Guattari, Deleuze sought 
to prioritise the principle of immanence as an alternative to the various 
                                                             
16 Gilles Deleuze., 74. 
17 Deleuze, Foucault, 122-23. 
18 Colebrook, Gilles Deleuze, 75. 
19 Gilles Deleuze, 75. 
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categorisations produced by Western thought. Deleuze maintained that “Absolute 
immanence is in itself: it is not in something, to something; it does not depend on an 
object or belong to a subject.”20 This principle of absolute immanence was often 
articulated in terms of a “plane of immanence.”21 In What is Philosophy? Deleuze 
and Guattari suggested that philosophy “always introduces a powerful whole … that 
includes all the concepts on one and the same plane … the plane of immanence of 
concepts.”22 Although they maintain that the primary task of philosophy is the 
creation of concepts, they also understand it as creating a plane of immanence as the 
necessary condition for concepts to connect and to operate. They explain that:  
 
Concepts are like multiple waves, rising and falling, but the plane of 
immanence is like the single wave that rolls them up and unrolls them … The 
plane of immanence is not a concept that is or can be thought but rather the 
image of thought, the image thought gives itself of what it means to think, to 
make use of thought, to find one’s bearings in thought.23 
 
In each of their collaborative works, the two philosophers laboured to establish such 
planes of immanence to intersect and synthesise fields of knowledge which had 
traditionally been considered in isolation from, or in opposition to, on another. In 
Anti-Oedipus they created a plane of immanence which spanned the social and the 
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21 Pure Immanence, 27. Also See Deleuze and Guattari, What Is Philosophy, 35-60. 
22 What Is Philosophy, 35. 
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psychological, giving thought the image of a dynamic map charting flows of desire 
and capital, as well as the interruption of these flows by organic and social bodies.24 
In the succeeding volume, A Thousand Plateaus, the myriad concepts they put 
forward operated on a plane of immanence enfolding the geological, the organic, and 
the cultural. This image of thought was concerned with the transformation of things 
and spaces, from the stratification of the earth and of social roles to the elusive 
concept of a “body without organs” that is immanent to every organism and which 
opens its forms and its contents to new organisational (or destructive) possibilities.25 
Their final collaboration, What is Philosophy, connected the disciplines of 
philosophy, science, and art on a plane of immanence that imagined thought 
(articulated by each discipline in its own particular way) as a tool for interfacing with 
the chaos of the world. In this image of thought, thinking creates a territory by 
selecting and organising the elements of chaos, fuelling its own creative processes by 
continually enfolding new chaotic elements into its territory.26 An important subtlety 
of Deleuze and Guattari’s immanent philosophy was that the fields which were 
connected by the various planes of immanence they created, the different images 
they gave to thought, were connected in a way that maintained their differences and 
their respective singularities. For example, even though the authors, in A Thousand 
Plateaus, elaborated concepts which were able to operate in connection to both 
natural and cultural problems, this was not done to imply that natural problems are 
identical to cultural ones. A key advantage offered by Deleuze and Guattari’s 
philosophy is the way that it enables thinking to connect divergent fields using 
                                                             
24 Gilles Deleuze and Felix Guattari, Anti-Oedipus: Capitalism and Schizophrenia, trans. Robert Hurley, Mark 
Seem, and Helen R. Lane (USA: The Viking Press, 1977). 
25 Deleuze and Guattari, A Thousand Plateaus. 
26 Deleuze and Guattari, What Is Philosophy. 
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versatile sets of concepts and an abstract analytical language. However, the purpose 
of doing so is not to create an identity between separate fields by means of the 
concepts and the plane which connects them, but rather to use their differences to 
fuel becomings of thought and of reality.  
 
Deleuze regarded the task of a philosopher to be creating concepts that allow new 
becomings to emerge in the fields where they are mobilised.27 Although there is a 
consistency to a concept, in the sense that it “totalizes its components,” it is 
nevertheless a “fragmentary whole,” open to changes in nature depending on the 
circumstances in which it operates and the other concepts with which it is 
connected.28 In this sense, Deleuze’s critique of identity can be said to pervade even 
his own work. In the early stages of his career, Deleuze criticised what he called 
“identity in the concept,” counting it among “the four iron collars of 
representation.”29 As the concepts he created were mobilised throughout his oeuvre, 
they were perpetually reformulated, mobilised within different contexts, at different 
levels, and in connection with different other concepts. Thus, in the introductory 
discussion I have so far outlined, the “plane of immanence” is discussed at the level 
of experience, perception, and the production of the subject, as well as at the level of 
the relationship between thought and the contexts in which it is mobilised, and then 
again at the level of the fields of knowledge which are connected in Deleuze and 
Guattari’s philosophical works. Although there is a consistency between these usages 
of the concept, they are by no means identical. While this may be frustrating for the 
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reader who wants to move forward in an analysis with a clear definition of its tools, it 
would be antithetical to take a Deleuzian approach in moving away from the 
principle of identity only to reformulate that principle in the concepts that facilitate 
this movement.  
 
So far, I have outlined the general orientations of Deleuzian philosophy. It is a way of 
thinking that eschews the concepts of being and identity in favour of becoming and 
difference. It is conceived as an active force within the fields where it is mobilised, 
creating openings for new becomings to emerge on a plane of immanence, rather 
than producing representations of that which already exists on a transcendent plane. 
It cuts across different fields of knowledge and practice, connecting them without 
imposing identity between them. It uses mobile, flexible, and versatile concepts that 
may be plugged into any number of different contexts, and which change in nature 
according to the ways that they are connected to one another. The next step towards 
articulating precisely how Deleuzian philosophy is used in this dissertation to make a 
productive contribution to the field of traditional music will be to explain the way 
that Deleuze and Guattari understood philosophy, science, and art as three distinct 
modes of thought. While each of these modes entails its own products and 
operations, they share a fundamental relationship with chaos—the outside of 
thought—and may intersect with one another in mutually productive ways. 
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Philosophy, Science, Art, Chaos, and Territory 
 
In What is Philosophy? Deleuze and Guattari argue that philosophy, science, and art 
all fulfil similar functions, albeit using distinctive means, in the sense that they each 
form passages between ordered knowledge and the chaos of reality.30 Philosophy, 
science, and art all seek not only to create some kind of order from the absolute 
chaos of reality, but they also work to introduce chaos into the inertia and sterility of 
fixed opinion. Deleuze and Guattari describe opinion as something like a coping 
mechanism developed in response to the trauma of living in a chaotic reality. As they 
put it: 
 
We require just a little order to protect us from chaos. Nothing is more 
distressing than a thought that escapes itself, than ideas that fly off, that 
disappear hardly formed, already eroded by forgetfulness or precipitated into 
others that we no longer master. … We constantly lose our ideas. That is why 
we hang on to fixed opinions so much. We ask only that our ideas are linked 
together by a minimum of constant rules. All that the association of ideas has 
ever meant is providing us with these protective rules—resemblance, 
contiguity, causality—which enable us to put some order into ideas, 
preventing our “fantasy” (delirium, madness) from crossing the universe in an 
instant, producing winged horses and dragons breathing fire. This is all that 
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we ask for in order to make an opinion for ourselves, like a sort of “umbrella,” 
which protects us from chaos.31 
 
Between the extremes of opinion and chaos, Deleuze and Guattari posit that art, 
science, and philosophy work to construct territories, which are not so much fixed 
spaces as they are fields defined by the relationship between characteristic 
operations.32 A territory is constituted by an initial territorialization; an order or 
consistency which is established among heterogenous elements. A territory is 
deterritorialized by the introduction of new elements or forces, which disrupt the 
established consistency or order. Accompanying the deterritorialization may be a 
reterritorialization, the creation of new orders or modes of consistency made possible 
by the deterritorialization of the original order. In their own distinct ways, science, 
philosophy, and art capture and territorialize elements of chaos, at the very same 
time deterritorializing established doctrines and fixed opinions, and reterritorializing 
both in the production of new concepts in philosophy, new functions in science, and 
new affects in art.33 Deleuze and Guattari illustrate this dynamic through the 
example of art, arguing that: 
 
The three disciplines advance by crises or shocks in different ways, and in 
each case it is their succession that makes it possible to speak of “progress.” It 
is as if the struggle against chaos does not take place without an affinity with 
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the enemy, because another struggle develops and takes on more 
importance—the struggle against opinion, which claims to protect us from 
chaos itself. …people are constantly putting up an umbrella that shelters them 
and on the underside of which they draw a firmament and write their 
conventions and opinions. But poets, artists, make a slit in the umbrella, they 
tear open the firmament itself, to let in a bit of free and windy chaos and to 
frame in a sudden light a vision that appears through the rent …Then come 
the crowd of imitators who repair the umbrella with something vaguely 
resembling the vision, and the crowd of commentators who patch over the 
rent with opinions… Other artists are always needed to make other slits, to 
carry out necessary and perhaps ever-greater destructions, thereby restoring 
to their predecessors the incommunicable novelty that we could no longer see. 
This is to say that art struggles less against chaos … than against the “clichés” 
of opinion. … A work of chaos is certainly no better than a work of opinion; art 
is no more made of chaos than it is of opinion. But if art battles against chaos 
it is to borrow weapons from it that it turns against opinion, the better to 
defeat it with tried and tested arms. … Art is not chaos but a composition of 
chaos that yields the vision or sensation, so that it constitutes, as Joyce says, a 
chaosmos, a composed chaos—neither foreseen nor preconceived.34  
 
Philosophy, science, and art, then, are intermediary territories, which enfold chaos 
on one side, and opinion on the other. By allowing elements from each side to pass 
into the territory, both chaos and opinion are transformed by these disciplines into 
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different kinds of knowledge that are more useful, adaptable, and dynamic than 
opinion, on the one hand, and more comprehensible, communicable, and acceptable 
than chaos, on the other: less dogmatic than opinion and less destructive than chaos. 
Crucially, however, Deleuze and Guattari do not interpret the disciplinary territories 
as occupying a neutral position between chaos and opinion—the real enemy, as they 
see it, is ourselves and the opinions to which we cling, which prevent us from 
becoming, and which keep us locked into our established identities and worldviews.  
 
Science, art, and philosophy have very different methods of operation, and, naturally, 
the kinds of knowledge they produce are equally different. According to Deleuze and 
Guattari, philosophy produces knowledge in the form of concepts—tools or 
technologies for thinking, which “produce an orientation or a direction for 
thinking.”35 They ought therefore to be assessed, as Paul Patton explains, not in 
terms of their accuracy or their truthfulness, but according to their ability to do 
something—to capture, to deterritorialize, to affect, to become-other, and so on.36 
Science, for Deleuze and Guattari, produces knowledge in the form of functions—“the 
representation of states of affairs by means of mathematical or propositional 
functions.”37 Although science might initially seem to be a representational 
discipline, there is always a new element of potentiality that accompanies scientific 
representations. Something new in the world is possible, new becomings take flight, 
because of the abstract expression that science has given to the operations of reality. 
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Finally, Deleuze and Guattari attribute to art the production of knowledge in the 
form of affects and percepts—ways of feeling and of perceiving that are captured 
from “the objective content of particular sensations” and expressed via the artistic 
medium.38 As Grosz elaborates, “Art enables matter to become expressive, to not just 
satisfy but also to intensify—to resonate and become more than itself.”39  
 
Although they entail their own distinct connections to the chaos of reality, 
philosophy, science, and art do not exist in isolation from one another. Articulating 
the importance of Deleuzian philosophy to my project therefore requires considering 
the relationships that it is possible for philosophy, science and art to have with one 
another. If each discipline has its own ways of confronting and organising chaos, its 
own ways of deterritorializing opinion, and its own unique forms of knowledge that it 
produces, what is it possible for them to contribute to one another? Deleuze regarded 
thought as never taking place in isolation, but always in response to some problem or 
provocation that is encountered in the world.40 From this point of view, two possible 
relationships between the different disciplines can be distinguished. Firstly, each 
discipline might respond to a shared, or closely related, provocation. Grosz’s 
meditation on Deleuze and Guattari’s work resonates with this idea. She states that: 
 
Art does not produce concepts, though it does address problems and 
provocations. It produces sensations, affects, intensities as its mode of 
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addressing problems, which sometimes align with and link to concepts, the 
object of philosophical production, which are how philosophy deals with or 
addresses problems.41 
 
While the products of artistic and philosophical thought are not the same, then, they 
may share common origins in the provocations to which they respond. Secondly, the 
provocation of thought in one of the disciplines may emerge from its encounter with 
the product of another discipline. Deleuze’s own philosophical creations, for 
example, frequently emerged in response to artworks or scientific discoveries. 
Colebrook echoes this idea, explaining that “While philosophy is a unique power it is 
also opened up by its encounter with other powers; events in science and art will 
require and provoke new problems in philosophy.”42 In this dissertation, I bring 
certain products of each discipline together—the affects created by traditional music, 
the concepts of Deleuzian philosophy, and the scientific functions of evolutionary 
theory and historical knowledge of the revival—in order to provoke a 
reconceptualization of traditional music. What my research works towards is 
therefore the deterritorialization of the concept of traditional music, which is 
currently bound to the principle of identity, and the beginning of a 
reterritorialization that is released from this bondage.43 The concepts created by 
Deleuze and Guattari also provide an escape route (a “line of flight,” as they might 
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have called it) from the familiar modes of thinking and researching about the folk 
revival. It would be impossible, and probably pointless, to dictate the forms that 
either the concept of traditional music or the historical interpretation of England’s 
folk revival might take. Instead, to introduce another pivotal concept in Deleuzian 
philosophy, my overall aim is to establish a virtual orientation for thinking in these 
fields. 
 
The Virtual and the Actual as Mutually Productive Aspects of the Real 
 
As I noted, above, Deleuze has been described as a materialist philosopher, in the 
sense that his thought is predicated on a commitment to the subsistence of entities in 
independence from the contents of people’s minds.44 In many cases, the existence of 
a “mind-independent reality” is a common-sense assumption; as DeLanda writes, 
“bacteria and viruses were objectively affecting our bodies centuries before we 
formed any beliefs about them.”45 However, Deleuze’s particular formulation of 
materialism also applied to the aspect of reality which he designated as “virtual,” 
resulting in a far more nuanced materialist hypothesis than that which underpins 
simplistic or naïve forms realism. The virtual is one of Deleuze’s most elusive, 
contested, and in many cases misused concepts, in part because it is so difficult to 
articulate exactly what the virtual is. As far as introductory statements go, it is hard 
to do better than Hulse when he writes that “The virtual is sensation (or presence) 
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without actuality (such as the past, or even the ‘just-past’).”46 Actuality, to borrow 
Claire Colebrook’s explanation, might be thought of as “that which has been effected 
from potentiality.”47 The distinction between actual and virtual is certainly not 
identical to the distinction between real and non-real, or tangible and intangible, 
since there is both an actuality and a virtuality that are inherent to any real entity.  
The relationship between the virtual and the actual is vital to Deleuze’s philosophy of 
becoming, because the virtual and the actual are constantly passing into one another. 
Actualisations flow from the virtual to the actual at the same time as counter-
actualisations flow from the actual to the virtual. Constantin V. Boundas puts it 
succinctly when he says that “becoming is not a linear process from one actual to 
another; rather it is the movement from an actualised state of affairs, through a 
dynamic field of virtual/real tendencies, to the actualisation of this field in a new 
state of affairs.”48 Although they are distinct aspects of the real, the movement of 
becoming renders the actual and the virtual indistinguishable. Hulse illustrates this 
in the context of musical perception, pointing out that: 
 
when we hear a tone, say, of two seconds duration, the entire duration opens 
itself and remains present to the ear, even though only a split second has ever 
actually resonated in the ear. All of this duration is virtual—it is real, and it 
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occurs in relation to actual events, but this reality is virtual, and is only 
extrapolated through experience.49  
 
The most significant aspect of Deleuze’s concept of the virtual in relation to my aims 
in this dissertation concerns the relationship that it has to temporality. 
 
Initially, Deleuze developed the concept of the virtual from his reading of Henri 
Bergson’s philosophy, where it is intimately connected with time, memory, and the 
dynamic relationship between the present and the past.50 Two key aspects of 
Bergson’s theory of memory, for Deleuze, are the idea that the past does not cease to 
exist simply because it is no longer happening and the assertion that memory is not a 
uniquely psychological phenomenon.51 The past, for Deleuze, is ever-present, in a 
virtual sense, yet it exceeds the present, because it carries with it the full range of 
memories, events, and causes, of which only a fraction are ever actualised in a 
particular present. As he puts it: 
 
There is … a “past in general” that is not the particular past of a particular 
present but is like an ontological element, a past that is eternal and for all 
time, the condition of the “passage” of every particular present. It is the past in 
general that makes possible all pasts.52 
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A monumental failure of conventional history is to conceive the significance of the 
past in relation to a present actuality. We are constantly looking back in an effort to 
understand how we got here, to determine how and why this particular present 
exists. What’s worse, we then attempt to predict the future on the basis of this 
fractional historical knowledge, to prepare for a future that is already given in 
advance. Deleuze’s concept of the virtual, as it pertains to the significance of the past, 
is a vital component of my approach to the historical aspect of this dissertation. I 
begin, in Chapter 3, by showing how contemporary thinking about traditional music 
emerged out of England’s early twentieth century folk revival. However, what I am 
really interested in doing, in the subsequent Chapters, is exploring aspects of this 
past that are relatively insignificant in relation to that narrative, yet which may be 
crucial to a particular present that is not-yet, and which is certainly not given in 
advance from the perspective of current, actual state of affairs. This is what it means 
to give historical research a virtual orientation—to establish knowledge of the past in 
general as a basis for the deterritorialization of a particular present, to seek the 
conditions for a rupture of historical continuity. In that sense, this is a utopian 
project, not because it envisions an ideal world, but because it is undertaken with 
hope for a future that is not already given. 
 
Assemblage and Territoriality in Chapter 3 
 
Chapter 3 links the contemporary context of the international study, protection, and 
promotion of traditional musics by organisations like UNESCO and ICTM to 
90 
 
England’s folk revival of the early twentieth century. To map the ongoing significance 
of Cecil Sharp’s principles of continuity, variation, and selection in this context, I 
draw upon Deleuze and Guattari’s concept of assemblage. In particular, I will be 
referring to the aspects of assemblage that they called molar lines and molecular 
lines, as well as the dynamics of territoriality and deterritorialization, which they 
understood as fundamental to the operationality of any assemblage. Throughout 
their collaborative work, Deleuze and Guattari employed the term ‘assemblage’ to 
discuss complex physical and cultural entities in terms of the dynamic relationships 
between their constituent heterogenous elements. The term ‘assemblage’ refers not 
exactly to a product resulting from the combination of heterogenous elements but is 
more concerned with the ongoing processes of construction, deconstruction, and 
reconstruction that are always taking place in these complex entities. As DeLanda 
points out: 
 
The word [assemblage] in English fails to capture the meaning of the original 
agencement, a term that refers to the action of matching or fitting together a 
set of components (agencer), as well as to the result of such an action: an 
ensemble of parts that mesh together well. The English word used as 
translation captures only the second of these meanings, creating the 
impression that the concept refers to a product not a process.53  
 
For Deleuze and Guattari, any assemblage involves connections between physical 
components, which they call “contents” or “machinic assemblages,” as well as 
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between intangible components, which they call “expressions” or “assemblages of 
enunciation.”54 Typically, of Deleuze’s philosophy, neither of these designations is 
considered ‘transcendent’ of the other’s ‘real’ existence; machinic assemblages and 
assemblages of enunciation both exist and comingle on a plane of immanence. In A 
Thousand Plateaus, Deleuze and Guattari express the concept of assemblage in 
almost diagrammatic terms, laying out the different aspects of an assemblage which 
need to be considered for the whole to be adequately theorised: 
 
On a first, horizontal, axis, an assemblage comprises two segments, one of 
content, the other of expression. On the one hand, it is a machinic 
assemblage…an intermingling of bodies reacting to one another; on the other 
hand it is a collective assemblage of enunciation, of acts and statements, of 
incorporeal transformations attributed to bodies. Then on a vertical axis, the 
assemblage has both territorial sides, or reterritorialised sides, which stabilise 
it, and cutting edges of deterritorialisation which carry it away.55  
 
As this passage illustrates, the concept of assemblage entails a commitment to 
considering the relationship between physical interactants and the circulation of 
expressions as an ongoing negotiation. In this dynamic relationship, the terms 
‘territory’ and ‘deterritorialization’ express the ways in which machinic assemblages 
and assemblages of enunciation, or contents and expressions, each have the capacity 
to affect the other in ways that produce either stability or change in the assemblage 
as a whole. To adequately understand such complex and dynamic entities, as Deleuze 
                                                             
54 Deleuze and Guattari, A Thousand Plateaus, 75-111. 
55 A Thousand Plateaus, 88. Emphasis in the original. 
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and Guattari put it, “it is necessary to ascertain the content and the expression of 
each assemblage, to evaluate their real distinction, their reciprocal presupposition, 
their piecemeal insertions.”56 
 
Deleuze and Guattari describe the territorial dynamics of assemblages in terms of the 
interaction between different lines corresponding to modes of organisation that 
variously restrict or facilitate different kinds of becoming within the assemblage, or 
of the assemblage as a whole. According to their respective functions, Deleuze and 
Guattari designate these as ‘molar lines’, ‘molecular lines’, or ‘lines of flight’.57 Ashley 
Woodward provides a tidy analysis of the distinction between these different lines, 
writing that: 
 
Molar lines organize by drawing strict boundaries, creating binary oppositions 
and dividing space into rigid segments with a hierarchical structure. 
Molecular lines organize in a more supple way, interlacing segments in a non-
hierarchical fashion. The line of flight is the privileged line for Deleuze and 
Guattari, since it is the line of change and metamorphosis. The line of flight 
doesn’t organize in a segmentary fashion, but is a pure movement of change, 
which breaks out of one form of organization and moves towards another.58 
 
                                                             
56 A Thousand Plateaus, 504. 
57 A Thousand Plateaus, 505-06. 
58 Ashley Woodward, "Deleuze and Suicide," in Deleuzian Encounters: Studies in Contemporary Social Issues, 
ed. Anna Hickey-Moody and Peta Malins (New York: Palgrave Macmillan, 2007), 69-70. 
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To this explanation, I would add a caveat concerning the “privileged” status of the 
line of flight. The line of flight seems to be privileged in the context of Deleuze and 
Guattari’s philosophy because they are primarily concerned with the ways that the 
world can be opened to new becomings. However, the authors are careful to point 
out that value needs to be assessed differently in each application of their concepts. 
The line of flight is only privileged to the extent that a radical becoming, a 
fundamental change to the territoriality of an assemblage, is desirable. They warn 
that:  
 
one can never posit a dualism or a dichotomy, even in the rudimentary form of 
the good and the bad. You may make a rupture, draw a line of flight, yet there 
is still a danger that you will reencounter organizations that restratify 
everything, formations that restore power to a signifier, attributions that 
reconstitute a subject … Good and bad are only the products of an active and 
temporary selection, which must be renewed.59 
 
I will use the concepts of molar lines, molecular lines, and lines of flight throughout 
this dissertation, but aim to avoid the implicit oversimplification in which “molar” is 
equivalent to “bad,” and “lines of flight” are exclusively utopian in their orientation. 
 
In Chapter 3, I begin to apply the concept of assemblage to an analysis of the folk 
revival’s lasting impacts. This chapter is primarily concerned with a molar line that 
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was formed during England’s folk revival of the early twentieth century, and which 
has persisted in territorializing traditional music assemblages on a worldwide scale 
since the mid-twentieth century. In 1947, ICTM was formed, and was influenced to a 
significant degree during its formative decades by Sharp’s theory of traditional 
music.60 Throughout the late twentieth and early twenty-first centuries, ICTM has 
worked closely with UNESCO as an advisory body on matters relating to traditional 
music. As a result, UNESCO mobilises a definition of traditional music that is rooted 
Sharp’s theory whenever it designates a musical tradition as intangible cultural 
heritage. Sharp’s theory was developed with the explicit intention of advocating the 
ability of folk music to act as a vehicle of expression for English cultural nationalism. 
Although the cultural nationalism that was typical of Sharp’s epoch has since been 
left behind (at least at the level of international policy) the fundamentals of his 
theory continue to shape modern definitions of traditional music. Contemporary 
ethnomusicologists increasingly highlight problematic aspects of the policies 
implemented by UNESCO in relation to traditional music, which, by and large, hinge 
on the relationship between the musical tradition and ethnic, cultural and national 
identities. Sharp’s theory, I therefore argue, continues to perform the function for 
which it was initially developed, binding traditional music to the principle of identity, 
despite the intentions of the individuals and institutions who employ it. This 
phenomenon of Identity-Music is the molar line in the traditional music assemblage. 
Wherever it is drawn, a similar pattern of outcomes emerges, which is to say that it 
territorializes the assemblage of traditional music. While it is certainly possible to 
judge any of the uses to which an Identity-Music may be put as ‘good’ or ‘bad’, they 
                                                             
60 At the time of its formation, the Council was named “the International Folk Music Council”; however, for the 
sake of clarity, I will refer to the body using its current name throughout this dissertation.  
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are never truly expressions of difference. They may be celebrated as symbols of 
cultural diversity, but they are in fact symbolifications, using superficial differences 
to mask a dogmatic logic of cultural and musical production.    
 
The Minoritarian and its use in Chapter 4 
 
Chapter 4 aims to begin a deterritorialization of the molar line that was identified in 
Chapter 3. To do this, I turn to Deleuze and Guattari’s concept of the minoritarian, 
which is elaborated most fully in their work on the Czech author, Franz Kafka. The 
foundation for Deleuze and Guattari’s concept of the minoritarian in the work of 
Kafka proceeds from the fact that, as Colebrook explains, “he was a Czech Jew who 
wrote in German,” and therefore “did not occupy a language or culture that he could 
consider his own or identical to his being.”61 However, the concept of the 
minoritarian is not just to do with whether or not a subject occupies the position of a 
social minority. As Colebrook elaborates:  
 
Kafka was a great writer, not because he captured the unrepresented spirit of 
the Czech people, but because he wrote without a standard notion of ‘the 
people’. He wrote, not as a being with an identity, but as a voice of what is not 
given, a ‘people to come’.62 
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The minoritarian mode of expression is thus not the expression of a pre-existing 
subject, but the articulation or formation of a subject as the consequence of an 
expression.  
 
The minoritarian is always situated within a majoritarian context, but Colebrook 
points out that, as with many of Deleuze and Guattari’s concepts, “what looks like a 
simple opposition [between the minoritarian and the majoritarian] is far more 
complex.”63 This is because the minoritarian and the majoritarian are not two 
opposing identities, but are rather a claim to identity articulated along molar lines 
(majoritarian) and the conditions for the deterritorialization of that identity, the 
falsification of that claim, along molecular lines (minoritarian). Colebrook illustrates 
this through the example of “man” and “woman”:  
 
‘man’ is a majoritarian term; we imagine that there is some general being—the 
human—that then has local variations: such as racial, sexual, or cultural 
variations. The opposition between man and woman is majoritarian: we think 
of woman as other than, or different from, man. A minoritarian mode of 
difference does not ground the distinction on a privileged term, and does not 
see the distinction as an already-given order. Deleuze and Guattari describe 
‘woman’ or ‘becoming-woman’ as minoritarian. This is not because women are 
a minority; it is because, for the most part, there is no standard or norm for 
woman. … ‘Woman’ opens the human to new possibilities.64 
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97 
 
 
The majoritarian mode defines of identities according to standards or norms.65 For 
Deleuze, the minoritarian is constructed in relation to a majoritarian context, within 
which it functions as a disruptive or transformative element. It relates to the 
potential differences to the standard offered by that which is excluded from it.  
 
Chapter 4 demonstrates that, alongside its claims to express the majoritarian identity 
of Englishness, the folk revival facilitated the articulation of minoritarian elements. I 
will explore this idea through case studies of three ‘minor musics’: the Celticist 
interpretations and presentations of folk music collected in Devon and Cornwall, as 
well as that of the Isle of Man, during the early years of the revival in the 1890s66; the 
folk music collected from Romani and Didakei Travellers living in England, and the 
becoming-Gypsy of collectors like Alice Gillington who lived within these 
communities; and the various expositions of sea songs and chanties that introduced 
global influences into the repertoire and discourse of the folk revival, and which 
recast the rigid molar boundaries of native/foreign as the more traversable, 
molecular boundary of sailor/landsman. 
                                                             
65 Gilles Deleuze, 104. 
66 Despite coming from another country, Manx music was discussed at the same symposia and published in the 
same journals as folk music from England, and its leading collectors, such as W. H. Gill, were pivotal in 
establishing the central institutions of the revival in England. As England at the time lay at the political and 
cultural centre of a global empire, it is no contradiction to regard minoritarian identities in colonial contexts as 
emerging within the majoritarian context of Englishness. I exclude Irish, Scottish, and Welsh musics, or even 
Australian and Canadian musics, from the discussion of Celticism only for practical reasons of maintaining the 
scope of the chapter within a manageable limit. 
98 
 
 
The majoritarian and the minoritarian must not be mistaken for absolute 
categorisations. The dynamic between a majoritarian state and its subversive, 
deterritorializing minor elements plays out simultaneously at multiple levels. For 
example, as Colebrook explains: 
 
Once ‘woman’ is appealed to as a new standard, as the embodiment of caring, 
nurturing, passivity or compassion it becomes majoritarian: capable of 
excluding those who do not fulfil the criteria.67 
 
The nationalist interpretation of English folk music during the revival was a 
majoritarian claim that was open to deterritorializing minor influences like the Celtic 
movement, the music of Romani and Didakei Travellers, and the cosmopolitan music 
of maritime workers. At a different level, however, English folk music was a minor 
force in relation to the long-established prejudice that England was the ‘land without 
music’. By the same token, the Celtic movement in Ireland articulated its claims to 
national identity along majoritarian lines, creating a context that would have been 
deterritorialized by, say, the minoritarian influence of Irish unionists. Romani 
communities and sea vessels undoubtedly also formed majoritarian contexts with 
their own minor elements. The vital point about the minoritarian is that it subjects 
the principle of identity to something like an infinite regress. Whenever a molar line 
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is drawn, no matter how localised, the conditions are emplaced for a minoritarian 
element to emerge within it as a deterritorializing force.  
  
The Fold, Affect, Intensity, and Subjectivation in Chapter 5 
  
In Chapter 5, I question the necessity of understanding the relationship between 
traditional music and individuals in terms of identity.68 For Deleuze, a subject is 
never really a subject, in the usual sense of the term—whole, discrete, individual, and 
self-identical—but always exists in a state of becoming and might therefore be better 
considered as a multiplicity of ongoing ‘subjectivations’.69 This term is taken from 
the final chapter of Deleuze’s book on Foucault, which calls into question the 
ontological distinction between a subject and its exterior. Deleuze argues that a 
subject’s interiority, or the “inside of thought,” is constantly under production, which 
takes place through a “doubling” or a “folding” of the outside.70 In this sense, a 
subject can only be said to exist “as a derivative or the product of a ‘subjectivation’.”71 
The concept of folding refers to the movement via which this production of the inside 
from the outside takes place. As he puts it: 
                                                             
68 The term “individual” is not really accurate here, since Deleuze understood the nature of subjectivity to be 
fundamentally dividual. However, I continue to use “individual” in reference to this chapter for the sake of easy 
communication, and, to borrow Deleuze and Guattari’s words, “because it’s nice to talk like everybody else, to say 
the sun rises, when everybody knows it’s only a manner of speaking.” Deleuze and Guattari, A Thousand 
Plateaus, 3. 
69 Deleuze, Foucault, 94. 
70 Foucault, 94, 101. 
71 Foucault, 101. 
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The outside is not a fixed limit but a moving matter animated by peristaltic 
movements, folds and foldings that together make up an inside: they are not 
something other than the outside, but precisely the inside of the outside.72 
 
I explore this idea through an analysis of the way that traditional music became 
folded into the subjectivations of Frank Kidson and Lucy Broadwood, who were 
pivotal in the folk revival during the late nineteenth and early twentieth centuries. 
The analysis reveals that, far from representing or giving expression to their 
individual self-identities, traditional music was a force that drove the production and 
multiplication of differences within their subjective milieu—what Jean-Godefroy 
Bidima calls “heterogenesis.”73 It did not put them in touch with who they were so 
much as it carried them away towards who they were always not-yet. 
  
This function of music as a force that drives the production of differences is 
articulated in terms of Deleuze’s concept of affect, which is central to his philosophy 
of becoming. On the most general level, affect refers to the potential for change to 
occur when bodies and/or forces interact.74 In the context of music, as Bidima 
explains, affect is intimately linked to the concept of intensity.75 Bidima argues that 
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73 Jean-Godefroy Bidima, "Intensity, Music, and Heterogenesis in Deleuze," in Sounding the Virtual: Gilles 
Deleuze and the Theory and Philosophy of Music, ed. Brian Hulse and Nick Nesbitt (Farnham, Surrey, England 
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74 DeLanda, Virtual Philosophy, 62. 
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intensity is the enabling condition for music’s production of affects, and is the source 
of music’s heterogenetic effects. He cites the essay on Boulez, Proust, and Time, in 
which Deleuze argued that the object of music has always been the production of 
“individuations without identity.”76 Claire Colebrook expands on the way that the 
arts, including music, produce affects which potentially stimulate this process of 
individuation, or subjectivation, without identity. She writes that:  
 
Everyday opinion is … limiting, Deleuze argues, because it assumes that there 
simply is a common world, there to be shared through language as 
information and communication. … Opinion or doxa makes a direct link 
between affect and concept, between what we see and what we say, or between 
the sensible and the intelligible. Opinion speaks as though the world were 
easily translatable into a common language and experience that we all share. 
… But art can open us up to whole new possibilities of affect … It disengages 
the ordered flow of experience into its singularities … Art may well have 
meanings or messages, but what makes it art is not its content but its affect, 
the sensible force or style through which it produces content.77 
 
Hickey-Moody and Malins offer yet more clarification of the concept of affect and its 
role in subjectivation, in their explanation of the concept of ethico-aesthetics. For 
these authors, ethico-aesthetics, while it is not a concept developed explicitly by 
                                                             
76 Gilles Deleuze, "Boulez, Proust, and Time: "Occupying without Counting"," Angelaki: Journal of the 
Theoretical Humanities 3, no. 2 (1998): 72. Cited in Bidima, "Intensity," 148. 
77 Colebrook, Gilles Deleuze, 23-25. 
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Deleuze, is nevertheless a development of his conviction that what we are capable of 
doing in the world is directly linked to the way that the world impacts our senses.78 
For this reason, affect, which they describe as “that which is felt before it is thought 
… an a-subjective bodily response to an encounter,” is a concept with political and 
ethical dimensions, as well as the aesthetic dimensions which are a more familiar 
feature of musical discussions.79  
 
This concept of affect will be vital to my analysis of the subjectivations of Frank 
Kidson and Lucy Broadwood. The premise of identity-based interpretations of 
traditional music is that it gives expression to that which is common to the 
experiences individuals within a given culture. This is the foundation of claims that 
traditional music is inherently expressive of identities that are shared by a group of 
people and which distinguish them from others. Thinking about traditional music 
through Deleuze’s concept of affect reorients the understanding and evaluation of it 
away from these ideas of shared experiences and cultural identities. Instead, it moves 
towards an appreciation of the way that traditional music produces affects which are 
experienced within a multitude of singular encounters that each entail different and 
unpredictable becomings of thought, feeling, and action.  
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Elizabeth Grosz’s Deleuzo-Darwinian Musical Ontology and the Rhizome 
as an Image of Thought in Chapter 6 
 
Chapters 3, 4, and 5 use Deleuzian concepts to deterritorialize the dominant position 
of identity in understanding and valuing traditional music, via a virtual historical 
revision of the folk revival in Victorian and Edwardian England. The final chapter 
begins to develop an alternative way of thinking about traditional music. The chapter 
begins by outlining the way that Sharp drew upon the intellectual capital of Darwin’s 
theory of evolution, lending credibility to arguments for traditional music’s special 
status as a mode of musical production distinct from ‘composed’ art and popular 
musics. Despite binding traditional music to the principle of identity, his 
evolutionary theory of traditional music has formed the basis for a great deal of 
musical creativity throughout the twentieth century. With the aim of retaining that 
which has been most valuable in his theory, while at the same time leaving behind its 
problematic emphasis on cultural identity as the foundation for understanding and 
valuing traditional music, I turn to the Deleuzo-Darwinian philosophy of Elizabeth 
Grosz. Grosz develops the idea of music as a product of Darwinian sexual selection, 
connecting it with Deleuze and Guattari’s concept of territory. For Deleuze and 
Guattari, as Grosz relates, life maintains its existence through the construction of 
territories within a chaotic milieu. From within its chaotic milieu, Grosz argues, life 
emerges, and sustains itself by extracting and enfolding that which it needs to sustain 
itself. The artistic impulse, she argues, emerges in the natural world with the 
upheaval of sexual difference and sexual selection, when the territorialisation of 
chaotic elements by lifeforms exceeds the bare requirements for survival, and is 
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opened to the indeterminacy of taste and bodily pleasure.80 Grosz’s ontology of music 
prioritises “music’s most elementary relations to chaos and to what all of life 
somehow extracts from chaos,” conceptualising music as “a becoming, the becoming-
other of cosmic chaotic forces that link the lived, sexually specific body to the forces 
of the earth.”81 For Grosz, chaos should not be understood as an absence of order, but 
as the plethora of orders that constitute the world beyond a specific territory. As she 
points out, chaos can be named in many ways: “the outside, the real, the virtual, the 
world, materiality, nature, totality, the cosmos, each of which is a narrowing and 
specification of chaos from a particular point of view.”82 To understand the 
relationship between life and its chaotic milieu, Grosz draws upon the concept of 
Umwelt, or “Lifeworld,” developed in the mid-twentieth century by the Estonian 
biologist Jakob von Uexküll.83 An organism, Grosz relates, does not engage directly 
with the absolute chaos of its exterior milieu, but rather responds to the affects to 
which it has become most keenly attuned.84 For example, the tick’s Umwelt consists 
entirely of three affects: “the smell of butyric acid, the warmth of the sun and the 
mammal’s skin, and the taste of blood.”85 I explore Grosz’s musical ontology through 
a cartography of the Anglo-Irish ballad “She Moved through the Fair,” mapping the 
way that it passed between musicians and revivalists in the early-to-mid-twentieth 
century. Grosz’s Deleuzo-Darwinian ontology of music offers two key points of 
departure from Sharp’s evolutionary theory of traditional music. Firstly, her 
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argument for music as a product of sexual selection reorients evolutionary thinking 
around traditional music away from the principle of identity and towards that of 
difference. Sharp understood the intergenerational transmission of traditional music 
as a kind of natural selection process, with variations in songs and tunes being 
perpetuated according to their ability to appeal to popular tastes. In this way, he 
argued, traditional music would always evolve into forms that reflected the identity 
of the community to which it belonged. As Grosz points out, sexual selection is 
fundamentally different to natural selection, since “sexual appeal imperils as much as 
it allures; it generates risk to the same extent that it produces difference.”86 The 
evolutionary development of music according to the logic of sexual selection would 
therefore entail the proliferation of differences and novelties, rather than conformity 
to communal norms. Secondly, the concept of Umwelt provides a way of thinking 
about the way that musicians draw influences from their chaotic exterior milieus that 
infuse the traditional songs and tunes that they take up. In this way, traditional 
music can be regarded as site of passage, where elements from a culture’s exterior, so 
long as they are part of a musician’s Umwelt, are drawn into its interior. However, 
Grosz’s ontology is limited in its ability to adequately grasp the dynamism and 
complexity of traditional music, due to her reliance upon Darwinian thinking and her 
attempt to argue for a hypothetical evolutionary origin for music. To overcome these 
limitations, I draw upon Deleuze and Guattari’s concept of the rhizome, which is 
both an alternative to arborescent images of thought (like the Darwinian ‘tree of life’) 
and a way of thinking that “has no beginning or end,” but is rather “always in the 
middle, between things, interbeing, intermezzo.”87 As Deleuze and Guattari put it:  
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The tree imposes the verb “to be,” but the fabric of the rhizome is the 
conjunction, “and…and…and…” This conjunction carries enough force to 
uproot the verb “to be.” Where are you going? Where are you coming from? 
What are you heading for? These are totally useless questions.88 
 
The rhizome as an image of thought creates a thoroughly inhospitable environment 
for the principle of identity and the fallacy of origins. 
 
Deleuze and Guattari establish that the arborescent image of thought proceeds by 
way of dichotomous branching, writing that: 
 
One becomes two: whenever we encounter this formula even … understood in 
the most “dialectical” way possible, what we have before us is the most 
classical and well reflected, oldest, and weariest kind of thought.89 
 
In contrast to the orderly dichotomies of arborescent thinking, Deleuze and Guattari 
posit the rhizome as an image of thought that operates according to an entirely 
different logic. They enumerate the principles that distinguish rhizomatic images of 
thought from arboreal ones. According to the “Principles of connection and 
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heterogeneity,” they suggested that “any point on the rhizome can be connected with 
anything other, and must be.”90 They describe a principle of multiplicity, not 
conceived in terms of its relation to “the One,” but as a substantive. For example, 
“Puppet strings, as a rhizome or multiplicity, are tied not to supposed will of an artist 
or puppeteer but to a multiplicity of nerve fibres, which form another puppet in other 
dimensions connected to the first.”91 As an image of thought, the rhizome does not 
deal with subjects and objects—multiple Ones—but with interconnected 
multiplicities.92 According to the “Principle of asignifying rupture,” a rhizome is 
characterised not just by multiple lines and connections, but by the disruption of its 
own networks and organisational modes. As they put it: 
 
Every rhizome contains lines of segmentarity according to which it is 
stratified, territorialised, organised, signified, attributed, etc., as well as lines 
of deterritorialization down which it constantly flees. There is a rupture in the 
rhizome whenever segmentary lines explode into a line of flight, but the line of 
flight is part of the rhizome.93 
 
The final principles which distinguish rhizomatic thinking from arborescent thinking 
are described by Deleuze and Guattari as “cartography and decalcomania.”94 These 
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principles distinguish the rhizome from what they call “the tree logic of tracing and 
reproduction.”95 Western knowledge and thought, in their view, have typically 
attempted to reproduce or represent pre-existing objects—“to describe a de facto 
state, to maintain balance in intersubjective relations, or to explore an unconscious 
that is already there from the start, lurking in the dark recesses of memory and 
language.”96 Rather than attempting to represent its objects, rhizomatic thinking 
aims to draw a map that facilitates “an experimentation in contact with the real.”97 
Typically of Deleuzian philosophy, the rhizome is an image of thought which situates 
thought as an active force engaged in immanent relations with that which is thought. 
 
In Chapter 6, I connect the rhizome as an image of thought with, on the one hand, 
musical case studies from the twentieth century performance history of Anglophone 
traditional music, and, on the other hand, with contemporary and emerging concepts 
from the field of evolutionary theory. In this way, I aim to create openings towards a 
way of thinking about traditional music that might amplify and multiply the 
possibilities for creativity that are inherent within Sharp’s evolutionary theory of 
traditional music, while at the same time casting aside its valorisation of identity.  
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Chapter Summary 
 
Deleuzian philosophy provides the conceptual tools for a deterritorialization the 
principle of identity in traditional music. This chapter has offered a general 
introduction to the orientation of Deleuze’s philosophy and Deleuze and Guattari’s 
collaborative work. Deleuze and Guattari understood philosophy as the art of 
creating concepts that would be active forces for enabling new becomings in the 
world and not as the representation of that which already exists. Within the 
multitude of concepts created by Deleuze, and by Deleuze and Guattari, key 
principles continually emerge which are fundamental to the orientation of Deleuzian 
philosophy: immanence, not of anything to anything else, but entailing the 
consideration of all aspects of reality, both virtual and actual, on a single chaotic 
plane; difference, not grounded in a privileged term, or subtracted from the 
universal, but difference-in-itself as a vital and productive force; and becoming, 
rather than being, as the mode of existence of all entities. These principles underpin 
the challenge posed by Deleuze, and by Deleuze and Guattari, to the Western 
philosophical tradition’s tendency towards representational thought and its reliance 
on the normative categories of identity and being. 
 
This chapter has also introduced the specific concepts that will be applied in my 
virtual historical revision of the folk revival in late-Victorian and Edwardian 
England. Chapter 3 maps the principle of identity in contemporary definitions of 
traditional music, and employs the concepts of molar lines, molecular lines, and 
territoriality to argue that traditional music assemblages continue to be 
110 
 
territorialised according to the logic of Edwardian English nationalism. Chapter 4 
examines case studies of the minoritarian aspects of the revival that deterritorialize 
the molar category of English national identity. Chapter 5 illustrates the way that folk 
music drove processes of becoming for two key figures during the revival and argues 
that the relationship between individual subjects and traditional music should be 
understood in terms of deterritorialization rather than identity. Chapter 6 uses 
Grosz’s synthesis of Deleuze and Darwin to depart from Sharp’s evolutionary theory 
of traditional music and introduces the rhizome as an image of thought that might 
underpin an updated and radically different concept of traditional music’s 
evolutionary logic.  
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Chapter 3: The Conceptual Territory of English 
Nationalism in the Revival and the Territoriality of 
Traditional Music 
 
Introduction 
 
Broadly speaking, the aim of this chapter is to orientate my virtual historical revision 
of England’s folk revival of the early twentieth century. As I will demonstrate in this 
chapter, the revival’s significance extends far beyond its original context, because the 
concepts that were developed by the English folk revivalists directly shaped the 
theoretical definitions of traditional music and intangible cultural heritage that have 
been employed by international organisations throughout the twentieth and the 
twenty-first centuries. Since long before England’s folk revival emerged in the late 
nineteenth century, Continental European philosophers, anthropologists, linguists, 
and folklorists had insisted that the cultural products of a nation’s uneducated, rural, 
peasant classes encapsulated the fundamental characteristics of that nation as a 
whole. However, it was not until the English folk revivalist Cecil Sharp published his 
seminal treatise, English Folk-Song: Some Conclusions, in 1907 that a robust and 
persuasive theory emerged to explain precisely how national identity might come to 
be embedded and maintained in the music of the rural working classes. Inspired by 
Charles Darwin’s theory of evolution by natural selection, Sharp proposed that the 
intergenerational transmission of folk music via oral tradition was governed by three 
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principles: continuity, variation, and selection. His theory eventually came to define 
the policies and practices of key institutions within England’s folk revival, such as the 
Folk Song Society (FSS) and the English Folk Dance Society (EFDSS). During the 
mid-20th century, international organisations emerged which were dedicated to the 
preservation and promotion of traditional music, including the International Council 
for Traditional Music (ICTM) and the United Nations Educational, Scientific, and 
Cultural Organisation (UNESCO). Through the involvement of key individuals, 
including Maude Karpeles, Douglas Kennedy, and Ralph Vaughan Williams, and 
through collaborative relationships between these institutions, the guiding principles 
of Sharp’s theory were elevated to global platforms. Continuity, variation, and 
selection today remain embedded in the nexus of concepts that are used by these 
organisations to understand, classify, protect, and promote traditional musics from 
all parts of the world.  
 
In Deleuzian-Guattarian terms, the principles of continuity, variation, and selection 
form a molar line that circumscribes traditional music assemblages by ensuring that 
concept of traditional music remains bound to the principle of communal identity. 
The concepts of the molar and the molecular reappear throughout Deleuze’s 
individual oeuvre, as well as in his collaborative work with Guattari. The particular 
formulation of these concepts upon which I will rely in this chapter was advanced by 
Deleuze and Guattari in A Thousand Plateaus, where the philosophers applied them 
in their analysis of desire and socio-political structure.1 Deleuze and Guattari 
conceived of the molar and the molecular as distinct but mutually productive and 
                                                             
1 See “1933: Micropolitics and Segmentarity” in Deleuze and Guattari, A Thousand Plateaus, 208-31. 
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reliant forms of socio-political organisation. The molar, or macropolitical, is 
concerned with broad classifications and rigid, totalising structures, while the 
molecular, or micropolitical, is concerned with localised affections and perceptions, 
and supple, performative forms of organisation.2 I will engage with micropolitical, 
molecular aspects of traditional music and the folk revival in the chapters which are 
to follow. This chapter is primarily concerned with demonstrating the way that a 
molar line was established during England’s folk revival of the early twentieth 
century and has since grown to define the territoriality of traditional music on a 
global scale.  
 
The argument will be unfolded by locating the conditions for the emergence of 
contemporary problems in the field of traditional music scholarship (which were 
identified in the first section of Chapter 1) back in 1907, when Cecil Sharp first 
proposed that the intergenerational transmission of traditional music operated 
according to the principles of continuity, variation, and selection. Unlike Harker and 
Boyes (whose critiques of the revival were discussed in the second section of Chapter 
1) I do not attempt to pass judgement on Sharp’s personal or professional ethics, nor 
am I particularly concerned with revealing the underlying ideologies of the revival 
itself. Sharp’s intention was to create a theory which would allow folk music to be 
conceived as the communal property of the English nation, and thus to serve 
unproblematically as the foundation for a national style of art music. This project is 
not unique in the history of the world’s art and folk musics, nor was it out of keeping 
with the way that other revivalists at the time—such as Kate Lee, Percy Grainger, and 
                                                             
2 A Thousand Plateaus, 213. 
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Lucy Broadwood—understood and valued folk music. The problem that I take up in 
this chapter relates specifically to the pragmatic implications of Sharp’s theory, and 
its significance is articulated in relation to our own particular present state of affairs. 
To echo Gregory’s criticisms of the critical revisionism of Harker and Boyes, there is 
very little to be gained by evaluating the ethics of historical figures according to the 
standards of a world which they did not inhabit and could not possibly have 
anticipated.3  
 
I will begin this chapter with an introduction to the concept of Intangible Cultural 
Heritage, which is used by UNESCO to recognise elements of traditional cultures, 
including music, that they consider to be representative of humanity’s cultural 
diversity. I will briefly refer back to the recent research literature surrounding this 
topic, in which a number of authors have raised concerns regarding the unintended 
impacts of designating traditional musics as intangible cultural heritage. I will then 
examine the emergence of one of UNESCO’s key advisory bodies, ICTM, from the 
historical context of England’s folk revival. Through this examination, I will show 
that the problems identified by today’s researchers in relation to UNESCO’s 
safeguarding recommendations can be regarded as having resulted, at least in part, 
from the fact that the principles of continuity, variation, and selection were adopted 
as the foundation for ICTM’s theoretical definition of traditional music. As ICTM is 
influential in providing consultation to UNESCO on the topic of traditional music, 
the impacts of Sharp’s theory of traditional music can be identified in the 
organisation’s definition of intangible cultural heritage. I will then explore Sharp’s 
                                                             
3 Gregory, The Late Victorian Folksong Revival, xiv. 
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theory itself, the context within which it was developed, and the pragmatic ends 
which it was intended to facilitate. Continuity, variation, and selection are shown to 
have been developed as mechanisms by means of which England’s folk music could 
be interpreted and promoted as a musical symbol of national identity. Insofar as 
contemporary understandings of traditional music and intangible cultural heritage 
rest upon these principles, it is hardly surprising that they continue to be imbued 
with capacities to be co-opted as national symbols by enterprising individuals, 
governments, and industries. The Deleuzian-Guattarian concepts of the molar, the 
molecular, and territoriality are applied in my analysis of these findings. Since the 
molar and the molecular are mutually productive, the territoriality of traditional 
music cannot be opened to the possibility for meaningful change simply by altering 
the molar elements of institutional policy and academic theory. The molecular 
production of desire also needs to be addressed.   
 
What is Intangible Cultural Heritage? 
 
The concept of intangible cultural heritage was developed by UNESCO during the 
1990s and early 2000s. Similarly to the way that its more mature counterpart, the 
World Heritage Convention, identifies physical sites that embody unique aspects of a 
people’s or a place’s history or cultural identity, intangible cultural heritage 
recognises the immaterial practices that are considered by UNESCO to constitute a 
significant and representative aspect of a people’s cultural identity. The definition of 
intangible cultural heritage was cemented in 2003, at the 32nd General Conference in 
Paris, where UNESCO formally adopted The Convention for the Safeguarding of the 
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Intangible Cultural Heritage.4 The Convention defines intangible cultural heritage 
as: 
 
the practices, representations, expressions, knowledge, skills – as well as the 
instruments, objects, artefacts and cultural spaces associated therewith – that 
communities, groups and, in some cases, individuals recognize as part of their 
cultural heritage. This intangible cultural heritage, transmitted from 
generation to generation, is constantly recreated by communities and groups 
in response to their environment, their interaction with nature and their 
history, and provides them with a sense of identity and continuity, thus 
promoting respect for cultural diversity and human creativity.5 
 
Embedded within this definition are the three essential cornerstones of Sharp’s 
theory of folk music. Firstly, the principle of continuity is encapsulated within the 
assertion that intangible cultural heritage is “transmitted from generation to 
generation.” Secondly, the principle of variation is contained within the notion that 
intangible cultural heritage is “constantly recreated by communities and groups in 
response to their environment, their interaction with nature and their history.” 
Finally, the principle of selection is situated in relation to the capacity for 
“communities, groups and, in some cases, individuals” to recognise intangible 
cultural heritage as part of their own “cultural heritage.” This principle is further 
                                                             
4 UNESCO, "Final Report: International Round Table on 'Intangible Cultural Heritage - Working Definitions' 14 - 
17 March, Turin, Italy," (2001); "Convention for the Safeguarding of the Intangible Cultural Heritage." 
5 "Convention for the Safeguarding of the Intangible Cultural Heritage," 2. 
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affirmed by UNESCO’s public statement concerning intangible cultural heritage, 
which asserts that “intangible cultural heritage can only be heritage when it is 
recognised as such by the communities, groups or individuals that create, maintain 
and transmit it—without their recognition, nobody else can decide for them that a 
given expression or practice is their heritage.”6 As well as encapsulating the 
principles of continuity, variation, and selection in their definition of intangible 
cultural heritage, UNESCO explicitly link this concept with the notion of communal, 
historically grounded identity, by suggesting that intangible cultural heritage 
“provides [communities, groups and, in some cases, individuals] with a sense of 
identity and continuity.”7 In UNESCO’s definition and promotion of intangible 
cultural heritage, the principles of continuity, variation, and selection work together 
to support the molar line that binds traditional music to the principle of identity. 
 
In preparing the definitions and articles laid out in the 2003 Convention, UNESCO 
were guided by their resolutions from the 25th General Conference in 1989, which 
are outlined in the Recommendation for the Safeguarding of Traditional Culture 
and Folklore. Folklore was defined in the Recommendation in the following article: 
 
Folklore (or traditional and popular culture) is the totality of tradition-based 
creations of a cultural community, expressed by a group or individuals and 
recognized as reflecting the expectations of a community in so far as they 
                                                             
6 "What Is Intangible Cultural Heritage?," UNESCO, https://ich.unesco.org/en/what-is-intangible-heritage-
00003. 
7 "Convention for the Safeguarding of the Intangible Cultural Heritage," 2. 
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reflect its cultural and social identity; its standards and values are transmitted 
orally, by imitation or by other means. Its forms are, among others, language, 
literature, music, dance, games, mythology, rituals, customs, handicrafts, 
architecture and other arts.8 
 
Comparing the 2003 Convention for the Safeguarding of Intangible Cultural 
Heritage with its predecessor, the 1989 Recommendation for the Safeguarding of 
Traditional Culture and Folklore, it is clear that the intervening years have 
witnessed significant development and refinement of concepts and terminology. At 
the same time, the two definitions are connected by the value they each place upon 
the capacity of the cultural forms in question to express specific cultural identities. 
Another significant resonance between these definitions is that they both emphasise 
the continuity of traditional practices in their transmission from one generation to 
the next. This point is particularly important when it comes to music, since a very 
specific mode of transmission is pivotal in the definition of traditional music that is 
employed by ICTM, one of UNESCO’s key advisory bodies. Before the role of ICTM is 
explored, however, it is important to understand how the concept of Intangible 
Cultural Heritage is applied to music.  
 
 
 
                                                             
8 "Records of the General Conference, Twenty-Fifth Session Paris, 17 October to 16 November 1989: Volume 1: 
Resolutions," (1989), 239. 
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What Does Intangible Cultural Heritage Mean in the Context of Music? 
 
Concerning traditional music as a form of intangible cultural heritage, UNESCO’s 
public statement relates that: 
 
Music is perhaps the most universal of the performing arts and is found in 
every society …. It can be found in the most diverse contexts: sacred or 
profane, classical or popular, closely connected to work or entertainment. 
There may also be a political or economic dimension to music: it can recount a 
community’s history, sing the praises of a powerful person and play a key role 
in economic transactions. The occasions on which music is performed are just 
as varied: marriages, funerals, rituals and initiations, festivities, all kinds of 
entertainment as well as many other social functions.9 
 
Many of the threats perceived by UNESCO as necessitating the safeguarding of 
traditional musics are related, to paint with fairly broad strokes, to the phenomenon 
of globalisation. For example, UNESCO identify both the popular genre of World 
Music and the international tourism industry as factors which may contribute to the 
homogenisation of traditional musics.10 As musical and cultural practices become 
standardised, UNESCO suggest, traditional forms of music-making are often 
abandoned, or, in some cases, one form of the tradition becomes popularised at the 
                                                             
9 "About Intangible Cultural Heritage: Performing Arts (Such as Traditional Music, Dance and Theatre),"  
https://ich.unesco.org/en/performing-arts-00054. 
10 “About Intangible Cultural Heritage” 
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expense of others.11 In response to these threats, UNESCO’s safeguarding policies 
emphasise the importance of traditional modes of transmission and education. They 
propose that: 
 
Safeguarding measures for traditional performing arts should focus mainly on 
transmission of knowledge and techniques, of playing and making 
instruments and strengthening the bond between master and apprentice. The 
subtleties of a song, the movements of a dance and theatrical interpretations 
should all be reinforced.12  
 
This emphasis on supporting the transmission of traditional knowledge from one 
generation to the next is situated alongside the preservation of past and current 
musical idioms and practices in the form of recordings, transcriptions, and 
ethnographies. These are typically archived (and, increasingly, are also being 
digitised) in order to ensure that future generations might have access to a stockpile 
of traditional knowledge and practices.13 
 
The recent critical literature that has emerged around UNESCO’s policies and 
practices for safeguarding traditional music was introduced in the first section of 
Chapter 1. George Yúdice has pointed out that the reliance upon international 
organisations for the safeguarding of cultural traditions is often dramatically 
                                                             
11 “About Intangible Cultural Heritage” 
12 “About Intangible Cultural Heritage” 
13 “About Intangible Cultural Heritage” 
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transformative for the cultures to which such traditions belong. For example, as he 
writes, “If a particular technology or ritual is not currently included as a form of 
protectable property, the recourse to Western law to ensure that others do not make 
profits therefrom almost certainly entails the acceptance of the property principle.”14 
Furthermore, researchers during the last decade have expressed concerns regarding 
a lack of empirical and theoretical research into the consequences that can arise from 
labelling certain aspects of a culture as intangible cultural heritage.15 Among these 
concerns is the potential for inscription on UNESCO’s Representative List of the 
Intangible Cultural Heritage of Humanity to validate nationally invented traditions. 
The literature reviewed in Chapter 1 also highlighted the politically, economically and 
ideologically invested nature of intangible cultural heritage. 
 
Although Ronström regards the “heritagization” of traditional music as the impetus 
behind shifts in its modes of production, the dynamics he identifies are precisely 
those which are enabled by the molar line that binds traditional music to the 
principle of identity.16 The role of selection is foregrounded by both Sharp and 
Ronström as a mechanism whereby local traditions are imbued with national 
significance. As I will demonstrate throughout this chapter, the principles of Sharp’s 
theory (continuity, variation, and selection) have remained central in concepts of folk 
music, traditional music, and heritage music since they were first articulated in 1907. 
They occupy a central position within the collective assemblage of enunciation which 
continually draws currency from the principle of identity to establish and defend the 
                                                             
14 George Yúdice, The Expediency of Culture (Durham and London: Duke University Press, 2003), 2. 
15 Smith and Akagawa, Intangible Heritage; Fairchild Ruggles and Silverman, Intangible Heritage Embodied. 
16 Ronström, "Traditional Music, Heritage Music," 53-55. 
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value of traditional music. Labadi’s detailed examination of UNESCO nomination 
dossiers reveals that nationalistic ideals are frequently foregrounded in appeals for 
the recognition of sites and practices as world heritage or intangible cultural 
heritage. Non-Western countries, according to Labadi, display a tendency to adopt 
the dominant, European rhetoric of heritage conservation and nation-building when 
seeking recognition of Heritage status for their cultural practices, often at the 
expense of their own indigenous and marginalised ethnic minorities.17 Thus, she 
argues, UNESCO recognition of sites and practices as constituting Heritage of 
Outstanding Universal Value is all too often implicated in the construction of 
exclusionary collective identities, which potentially “lead to the rejection of the actual 
diversity that exists within the national space as a result of regional or international 
migrations.”18 Labadi, like Ronström, has identified the appeal of UNESCO 
recognition for both nationalist and commercial interests, as well as the operation of 
a selection pressure, exerted during UNESCO’s process for evaluating nominated 
traditions, that favours homogenising, nationalistic rhetoric, and which can lead to 
the drastic alteration of a tradition’s existing modes of production. Labadi’s and 
Ronström’s arguments are echoed by Ayla Joncheere, who has also suggested that 
the concept of Intangible Cultural Heritage tends to be mobilised according to a 
“Western, Romanticised perception” that oversimplifies the relationship between 
music, musical practitioners, and the national or ethnic communities to which the 
practitioners belong.19  
 
                                                             
17 Labadi, Unesco, Cultural Heritage, and Outstanding Universal Value, 67-69. 
18 Unesco, Cultural Heritage, and Outstanding Universal Value, 68. 
19 Joncheere, "Intangible Interventions," 71. 
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Catherine Grant, who currently serves as Chair of the Australia-New Zealand 
Regional Committee of ICTM, and as international consultant to the Intangible 
Cultural Heritage division of Cambodia’s Ministry for Culture and Fine Arts, has 
devoted years of her professional life to improving the effectiveness of local and 
international practices and policies surrounding music endangerment and cultural 
sustainability.20 Her work has highlighted some troubling and unintended outcomes 
of the inclusion of traditional musics on UNESCO’s Representative List of the 
Intangible Cultural Heritage of Humanity. In addition to identifying and classifying a 
range of potentially undesirable outcomes that can result from well-intended 
safeguarding projects, and drawing insights from the field of language maintenance 
in order to provide recommendations for improved safeguarding practices, Grant has 
expressed concern around the way that certain musical traditions, such as 
Vietnamese ca trù singing, are “being reinvented in such a way as to impress national 
and international audiences by [their] value as world heritage.”21 Such reinventions, 
Grant argues, are accompanied by the risk that “true appreciation” of the musics in 
question could become eclipsed by an emphasis on their capacity to serve as cultural 
symbols.22 When cultural identity becomes pivotal to the appreciation of a musical 
tradition, Grant writes, the potential diversity of approaches to its revitalisation is 
limited.23 
  
                                                             
20 "Academic Profile: Catherine Grant," Griffith University, 
https://experts.griffith.edu.au/academic/catherine.grant. 
21 Grant, "Rethinking Safeguarding," 45. 
22 "Rethinking Safeguarding," 45. 
23 "Rethinking Safeguarding," 45. 
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As this brief recapitulation of the literature reviewed in the first section Chapter 1 
demonstrates, the recognition of musical traditions as intangible cultural heritage by 
UNESCO has been accompanied by a range of problematic and often unintentional 
outcomes. The most serious and widespread concerns, however, seem to pivot on the 
potential for musical practices to be co-opted or reinvented as symbols of national or 
cultural identity. This area of concern is related to another problematic aspect of 
attempts to safeguard traditional musics, which is that the concepts employed by 
international organisations like UNESCO and ICTM are descended from the ideas of 
nineteenth century European nationalism. Although these institutions are 
consistently updating their policies and terminology, the prominence of the 
principles of continuity, variation, and selection within the collective assemblage of 
enunciation that surrounds traditional music always leads to a reassertion of identity 
as the key principle for understanding and valuing traditional music. The 
superficially distinct concepts of ‘folk music’, ‘traditional music’, and ‘heritage music’ 
thus allow for musical practices from all over the world to become mediated by 
Western ideals concerning the political community and its representation in music. 
It is no small irony that, when the musical traditions of non-Western countries are 
converted into national symbols, they are simultaneously territorialised within a 
Western conceptualisation of the nature of traditional music and its cultural 
significance. While many of the researchers whose work I have reviewed suggest that 
these problems might be addressed with the addition of nuances and caveats to the 
way that intangible cultural heritage is currently understood, my own research 
suggests that these problems are, in a way, woven into the very fabric of folk music, 
traditional music, and heritage music, as concepts. To further illustrate this, I will 
examine the way that the concept traditional music came to be defined by ICTM in 
the mid-t0-late twentieth century.  
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The role of the International Council for Traditional Music as a key 
advisory body to UNESCO 
 
The International Council for Traditional Music describe themselves as “a non-
governmental organization in formal consultative relations with UNESCO” that 
“aims to further the study, practice, documentation, preservation, and dissemination 
of traditional music and dance of all countries.”24 The first explicit definition of the 
Council’s objects was formulated in 1954, at its 7th International Conference in Sao 
Paolo, Brazil, back when the organisation was still operating under its original name, 
The International Folk Music Council.25 According to this definition: 
 
Folk Music is the product of a musical tradition that has been evolved through 
the process of oral transmission. The factors that shape the tradition are: (i) 
continuity which links the present with the past; (ii) variation which springs 
from the creative impulse of the individual or the group; and (iii) selection by 
the community, which determines the form or forms in which the music 
survives.26  
 
                                                             
24 Anon., "International Council for Traditional Music: General Information,"  http://ictmusic.org/general-
information. 
25 Maud Karpeles, "The International Folk Music Council," Journal of the Folklore Institute 2, no. 3 (1965). 
26 Cited in "The International Folk Music Council.", 312. 
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Although the Council made the decision to change its name in 1981 from the 
International Folk Music Council to the International Council for Traditional Music, 
this did not represent a significant alteration of the objects or aims of the body. As 
the ICTM President at the time, Poul Rovsing Olsen, noted in his preface to the 59th 
Bulletin of the International Council for Traditional Music in 1981: 
 
After long and thought-provoking discussions for more than three years, the 
General Assembly decided to change the Council’s name from the 
International Folk Music Council to the International Council for Traditional 
Music. This does NOT signify any change in our policy, in the goals or the 
works of the Council. It signifies quite simply that, after many deliberations, 
we hope to have found a name which, much better than the original one, 
explains what our Council stands for in the world of scholarship—and in the 
world of international organizations.27 
 
While the name of the Council was altered, then, its theoretical definitions remained 
unaffected, and the term ‘traditional music’ continued to be understood very much as 
the term ‘folk music’ had previously been. The resonances between this definition of 
‘folk’ or ‘traditional’ music and the definitions of folklore and of intangible cultural 
heritage that I cited earlier are clear; the musical or cultural product is conceived as 
belonging to a community rather than to an individual, and the processes of its 
transmission are emphasised as the factors which shape the musical or cultural 
                                                             
27 Poul Rovsing Olsen, "From the President," Bulletin of the International Council for Traditional Music 59 
(1981). 
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product and imbue it with its distinctive character. The key difference in the 
definition of traditional music that was formulated by the International Council for 
Traditional Music is the fact that it provides an outline—in the principles of 
continuity, variation and selection—of how musical products are shaped by their 
traditional modes of transmission. Following the definitions of traditional music 
back in time from the present to the mid-twentieth century, then, it is apparent that 
the molar line binding traditional music to the principle of identity has remained in 
place, while the mechanisms of its production have gradually become increasingly 
obscured by terminological shifts. 
 
It is no coincidence that Sharp’s ideas about the nature of English folk music ended 
up being adopted by ICTM. The Council was founded in 1947, following the 
International Conference on Folk Song and Folk Dance, held in London that same 
year. This event was convened by Sharp’s former folk song-collecting protégé, Maud 
Karpeles, who was by then an internationally recognised authority on folk music and 
dance in her own right.28 Karpeles organised the conference in her capacity as the 
Honourable Secretary of the International (Advisory) Folk Dance Council. The 
conference was supported by funds from the EFDSS, an organisation formed in 1932 
through the amalgamation of the FSS and the EFDS, the latter of which was itself 
founded by Sharp in 1911.29 The first President of the International Council for 
Traditional Music, appointed at the 1947 Conference, was the English composer 
Ralph Vaughan Williams, who worked alongside Sharp collecting and publishing folk 
songs during the first decade of the twentieth century, and took up the Presidency of 
                                                             
28 Anon., "International Council for Traditional Music: General Information". Accessed 16 March 2018 
29 “General Information” 
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the EFDSS in 1932. The position of Secretary for ICTM was filled by Karpeles herself. 
The Welsh revivalist W. S. Gwynn Williams held the office of Treasurer, and Douglas 
Kennedy, who served as Director of the EFDSS from 1924 until 1961, held a position 
on the Executive Board. Although Kennedy was the only British representative on the 
Executive Board, which consisted of ten other members, it is significant to note that 
three out of the five inaugural Officers were British revivalists, of whom two were the 
President and the Honorary Secretary of the EFDSS. Vaughan Williams and Karpeles 
held their Offices in the ICTM for eleven years and sixteen years, respectively.30 
 
The germinal development of ICTM was thus nurtured by the central institution and 
some of the leading authorities of England’s folk revival, and among their major 
contributions to the international study of traditional music was an unshakeable 
investment in the theory that had been developed by Cecil Sharp. (Karpeles herself 
authored a biography of Sharp, co-authored another with A. H. Fox-Strangeways, 
edited at least two posthumous editions of his collections, contributed a preface to 
the second edition of English Folk-Song: Some Conclusions, and edited the third and 
fourth editions of the same title).31 The influence of English revivalism upon the early 
                                                             
30 “General Information” 
31 See Maud Karpeles, "Preface," Cecil Sharp, English Folk-Song: Some Conclusions, Second ed. (London: 
Methuen and Co., 1936 (1907)); English Folk-Song: Some Conclusions (Revised by Maud Karpeles with an 
Appreciation by Ralph Vaughan Williams), Third ed. (London: Methuen and Co., 1954 (1907)); English Folk-
Song: Some Conclusions (Revised by Maud Karpeles with an Appreciation by Ralph Vaughan Williams), Fourth 
ed. (London: Mercury Books, 1965 (1907)); Maud Karpeles, Cecil Sharp: His Life and Work (London: Routledge 
and Kegan Paul, 1967); A. H. Fox Strangeways and Maud Karpeles, Cecil Sharp (London: Oxford University 
Press, 1933); Maud Karpeles, ed. English Folk Songs from the Southern Appalachians. Collected by Cecil J. 
Sharp (London: Oxford University Press, 1932); Cecil Sharp's Collection of English Folk Songs Vols 1 & 2 
(London: Oxford University Press, 1974). 
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ICTM is further evidenced in the way that the Council regarded its objects and its 
aims. The anonymous author of the “Editorial” in the inaugural issue of the Journal 
of the International Folk Music Council outlined the situation of folk music in the 
mid-twentieth century and the role that the Council saw for itself, writing that: 
 
 The Council is concerned with the survival and revival of folk music. … We 
have to face the fact that folk music is disappearing as a traditional art … 
Immediate steps must therefore be taken to preserve our remaining heritage, 
not only for our own use but for that of posterity. We must consider methods 
of recording and notation, so as to give as faithful a reproduction as possible 
of the art as presented to us in its natural state.32 
 
Not only does this statement situate the aims of ICTM as an international extension 
of the kind of work that had already been carried out within England’s folk revival for 
the previous half-century, but it also encapsulates a conflation of the terms ‘folk’, 
‘tradition’, and ‘heritage’. As we have seen, the shifting currency of these terms over 
the course of the late-twentieth century would come to symbolise changing attitudes 
to the nature of folk/traditional/heritage music at the level of international policy. 
The continuities and resonances between these different terms are highlighted by the 
fact that the ICTM were treating them as synonymous from their very inauguration. 
Finally, it is interesting to note that, just as we have seen in the case of UNESCO’s 
recognition of traditional musics as intangible cultural heritage, and just as we will 
see in the case of Sharp’s work concerning England’s folk music in the early twentieth 
                                                             
32 Anon., "Editorial," Journal of the International Folk Music Council 1 (1949): 1. 
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century, there is a distinction drawn in this passage between the music as it exists in 
its “natural” state, on the one hand, and the present and future uses to which the 
music may be put, on the other. For Sharp, as the following sections in this chapter 
will demonstrate, the very purpose of a theory of English folk music would be to 
facilitate its use by art music composers as a musical symbol of English national 
identity. For critical researchers examining the outcomes of UNESCO’s recognition 
and safeguarding of intangible cultural heritage, such uses of traditional music are 
interpreted as problematic and unintended by-products of the project to protect and 
promote it. What this brief examination of the formative years of the ICTM reveals is 
a degree of continuity between these two states of affairs, in the form of the 
persistence of a pragmatic, opportunistic approach to the preservation of folk music, 
coupled with the theoretical definition of folk music which facilitated such an 
approach. Although this approach is no longer explicitly espoused by ICTM or 
UNESCO, the fundamental principles of the theory which facilitated it remain active 
in the theoretical definitions employed by these organisations. To anticipate the 
Deleuzian-Guattarian analysis that I will unfold in the final section of this chapter, it 
is curious that the intended outcomes of investments of desire in the field of 
traditional music at this level have drastically changed over the last century without 
being accompanied by an equivalent change in the way that these investments are 
made, or in the concepts which inform them.  
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Roots of the Concept of Traditional Music in the English Folk Revival and 
the Theory of Cecil Sharp 
 
The principles of continuity, variation and selection were the cornerstones of Cecil 
Sharp’s influential theory of folk music, published in 1907 in English Folk-Song: 
Some Conclusions. Sharp’s argument was that folk music belonged to a community 
of people who composed it in the very act of passing it down from one generation to 
the next. Although Continental European scholars had made similar arguments in 
the previous two centuries, the significance of Sharp’s work lay in the fact that he 
developed a theory explaining precisely how such a process of communal 
composition might work. Inspired by Darwin’s theory of evolution by natural 
selection, he defined three principles governing the evolution of a folk song within 
any given community: continuity, variation and selection. Of continuity, Sharp wrote 
that: 
 
Insistence of type must be the rule, and variation the exception. Otherwise, 
types would be so quickly changed and multiplied that their relationships to 
one another would be obscured, their genealogies concealed, and order give 
place to chaos. … The traditional singer, moreover, regards it as a matter of 
honour to pass on the tradition as nearly as possible he received it.33  
 
                                                             
33 Cecil James Sharp, English Folk-Song: Some Conclusions (London: Simpkin; Novello; Taunton: Branicott & 
Pearce, Athenaeum Press, 1907), 16. 
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Despite this, Sharp argued that traditional singers were far more conscious of the 
words to a song than they were of its tune.34 This argument was extended to 
instrumental dance music, as Sharp claimed that fiddlers were often incapable of 
remembering a tune if they had forgotten “the form and figures of the dance to which 
it belongs.”35 This imbalance was, for Sharp, crucial to the principle of variation in 
folk music’s evolution. As he reasoned:  
 
if the singer is habitually unconscious of the tune that he is singing, any 
variation that he may introduce will be unconscious and unpremeditated also. 
Causes can sometimes be suggested which may account for variation, but, in 
most cases, melodic alterations apparently spring spontaneously from the 
heart of the singer.36 
 
He did acknowledge that certain especially gifted singers might introduce variations 
that could be regarded as “inspired invention,” but in most cases, he asserted, 
variations arose from practical concerns, such as the forgetfulness of the singer or the 
attempt to adapt an old tune to new words.37  
 
                                                             
34 English Folk-Song, 18-20. 
35 English Folk-Song, 21. 
36 English Folk-Song, 21 
37 English Folk-Song, 24-26. 
133 
 
In articulating the significance of these variations, and in introducing the principle of 
selection, sharp drew an explicit analogy between folk music’s evolution and 
evolution in the natural world. “It must be borne in mind,” he wrote: 
 
that any change, however small, may eventually lead to results out of all 
proportion to the initial variation—just as an extra feather in a bird’s tail has 
led to the evolution of the fan-tailed pigeon. 
 In the evolution of species of the animal and vegetable worlds, those 
variations will be preserved, which are of advantage to their possessors in the 
competition for existence. In the evolution of folk-tunes … the corresponding 
principle of selection is the taste of the community. Those tune-variations, 
which appeal to the community, will be perpetuated against those which 
attract the individual only. The nature of that appeal may be of two kinds. It 
may be an appeal to the sense of beauty i.e., aesthetic in character; or, it may 
be an appeal to the understanding, i.e., expressive in character. Which of these 
will be the determining factor in selection will depend, ultimately, upon the 
racial characteristics of the community. … the musical taste of every 
community must vary, and, as that taste is the controlling factor in the 
evolution of folk-song, national peculiarities must ultimately determine the 
specific characteristics of the folk-songs of the different nations.38 
 
                                                             
38 English Folk-Song, 28-29. 
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To summarise Sharp’s theory of the evolution of folk music: 1) continuity provided 
the necessary conditions for the evolutionary process to take place and was 
characterised by an “insistence of type” in the aesthetic products of the tradition; 2) 
within the context of continuity, individual musicians were constantly producing 
variations in the music that they inherited from previous generations; and 3) the 
communal process of selection meant that variations which broadly appealed to the 
sensibilities of the community would be retained by the next generation of musicians. 
Folk music could therefore be said to have evolved gradually, over countless 
successive generations, to embody formal characteristics that, as Sharp put it, “reflect 
the popular taste, express the popular ideal and are stamped with the popular 
approval.”39 Sharp took great pains to underscore the significance of the third 
principle, selection, in his theory, since this alone could adequately explain the way 
that folk music came to express the identity of the English nation as a whole. As he 
put it: 
 
Variation is the product of the individual; whereas Selection is the act of the 
community. The folk-song, therefore, has derived its communal and racial 
character solely through the action of the third principle, Selection.40 
 
The first aspect of the molar line in the collective assemblage of enunciation 
surrounding traditional music—the binding of traditional music to the principle of 
identity—is upheld by the evolutionary logic underpinning Sharp’s theory. By 
                                                             
39 English Folk-Song, 31. 
40 English Folk-Song,  29-30. 
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retaining the principles of continuity, variation, and selection in their theoretical 
definitions of ‘folk’, ‘traditional’, and ‘heritage’ musics, ethnomusicologists and 
policy-makers, whether intentionally or not, have espoused more than a mere 
explanation for the dynamic nature of intergenerational transmission. They have also 
implicitly accepted and perpetuated an argument for traditional music as an 
expression of cultural, if not national, ideals and characteristics. However, there is a 
second aspect to this molar line: the symbolification of traditional music which 
enables it to be co-opted by national and commercial interests. This aspect is closely 
related to the first and can be further illuminated by examining the context from 
which Sharp’s theory emerged in the early twentieth century. Sharp, of course, had 
his reasons for elaborating a theory of folk music with such profoundly nationalistic 
overtones. During the late nineteenth and early twentieth centuries, a significant 
movement emerged among England’s art musicians to combat the low status of 
music in English cultural life, and to dispel England’s reputation among the other 
nations of Europe as being a ‘land without music’. Therefore, when Sharp argued that 
England’s folk music encapsulated the essential characteristics of the English people, 
he was not only arguing that folk music in general operated in a way that naturally 
tended towards the expression of cultural identities, and justifying the use of 
England’s folk music by English art musicians as the foundations for a national 
compositional style. He was also working to combat the pre-existing notion that the 
English people were essentially unmusical.  
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The Context for the Emergence of Sharp’s Theory: English Musical 
Renaissance 
 
As I will demonstrate in the following two chapters, there were many musicians and 
folk music collectors during England’s Victorian/Edwardian folk revival who 
understood and valued folk music in terms that were more or less independent of the 
concept of English national identity. However, between 1890 and 1914, an 
increasingly influential core group of revivalists subscribed to the idea that the 
primary cultural significance of England’s folk music lay in its expression of national 
ideals. The establishment of the FSS in 1898 and of the EFDS in 1911 provided formal 
structures within which this group could develop and consolidate their ideas. Many 
of these figures, such as the Times music critic J. A. Fuller-Maitland, and the 
composers Charles Hubert Parry, Alexander Mackenzie, and Ralph Vaughan 
Williams are also remembered as the leading lights of the ‘English Musical 
Renaissance’, a movement among English art musicians, educators, and journalists 
that aimed to elevate the status of English art music to rival that of the great 
Continental schools of German, French, Italian, and Russian composition.41 This 
movement arose largely in response to the view that England was an essentially 
unmusical nation, a “land without music,” as the German journalist Oscar Adolf 
Hermann Schmitz labelled it in the title of his 1914 book (a view which, it must be 
                                                             
41 For an introduction to this movement, see Meirion Hughes and Robert Stradling, The English Musical 
Renaissance, 1840-1940: Constructing a National Music, 2nd ed. (Manchester: Manchester University Press, 
2001). For an exploration of the importance of the press, and of figures like Fuller Maitland, to the success of the 
English Musical Renaissance, see Meirion Hughes, The English Musical Renaissance and the Press 1850-1914: 
Watchmen of Music (Aldershot: Ashgate, 2002). 
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said, was invoked as often by the proponents of the English musical renaissance as it 
was by any genuine detractors of English musicianship).42 For these would-be 
champions of English art music, the body of folk music that was being collected from 
among England’s rural working classes would be vital, both as proof of the inherent 
musicality of the English nation, and as a foundation for the construction of a 
distinctively national style in English art music. As Parry contended in his Inaugural 
Address at the General Meeting of the FSS in 1899: 
 
the old folk-music is among the purest products of the human mind. It grew in 
the hearts of the people before they devoted themselves so assiduously to the 
making of quick returns; and it grew there because it pleased them to make it, 
and because what they made pleased them; and that is the only way good 
music is ever made. 
 I take it that we are engaged chiefly with the folk-songs of England, and 
England is poorly represented in collections so far. Other nations have been 
far more keen about the matter. Even Russia, which not so very long ago 
began to emerge from a state far removed from our idea of civilisation, had 
more than a century ago a very fine collection of folk music. … Still, we have 
no need to be ashamed of [English folk-songs], for they are characteristic of 
the race, of the quiet reticence of our country folk, courageous and content, 
ready to meet what chance shall bring with a cheery heart. All the things that 
mark the folk-music of the race also betoken the qualities of the race, and, as a 
                                                             
42 Jürgen Schaarwächter, "Chasing a Myth and a Legend: 'The British Musical Renaissance' in a 'Land without 
Music'," Musical Times 149, no. 1904 (Autumn 2008): 57, 60. 
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faithful reflection of ourselves, we needs must cherish it. Moreover, it is worth 
remembering that the great composers of other countries have concentrated 
on their folk music much attention, since style is ultimately national. True 
style comes not from the individual but from the products of the crowds of 
fellow-workers, who sift, and try, and try again, till they have found the thing 
that suits their native taste; and the purest product of such efforts is folk-song, 
which, when it is found, outlasts the greatest works of art, and becomes an 
heritage to generations. And in that heritage may lie the ultimate solution of 
the problem of characteristic national art.43     
 
In his closing speech for the same gathering, Alexander Mackenzie, who served as the 
Chairman for the proceedings, was rather more direct in acknowledging the utility 
that he perceived in the repertoires of folk music that were being unearthed by 
revivalists: 
 
The object of the Society is one of much interest to musicians and amateurs. 
We musicians like to rob the fruits of the amateurs, and make use of the tunes 
they pick up: we can always use them up in our so-called original music. Some 
of us have the moral courage to say so; others are not so frank in their 
behaviour. I am one of the former.44   
 
                                                             
43 Charles Hubert Parry, "Inaugural Address," Journal of the Folk- Song Society 1, no. 1 (1899): 2-3. 
44 Alexander Mackenzie, "Speech by Sir A. C. Mackenzie," Journal of the Folk- Song Society 1, no. 1 (1899): 12. 
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For exponents of the English musical renaissance like Parry and Mackenzie, the folk 
music of England provided the ideal raw materials for the development of a national 
style of English art music. Thus, it seems, the “expediency of culture,” to borrow the 
words of Yúdice, is not a phenomenon unique to the twenty-first century, but was 
alive and well at the end of the nineteenth.  
 
Underpinning the ambitions of the English musical renaissance movement was the 
notion that folk music was composed not by individuals but by whole communities, 
through the process of oral transmission. If, on the one hand, any particular folk 
melody could be regarded as the invention of a specific individual, then its 
appropriation by art music composers as a symbolic expression of musical 
nationalism would have been highly problematic. On the other hand, if folk music 
were to be construed as the product of the entire English nation, ‘evolved’ 
communally rather than ‘composed’ individually, then there could be no reasonable 
objection to its use as the foundation for a national style of art music. The idea of 
communal composition had been invoked since the concept of folk music first 
emerged among the German Romantics in the eighteenth century, and was present 
in Anglophone scholarship ever since the concept of folk music was introduced. As 
Carl Engel, one of the earliest theorists of folk music to publish his work in England, 
wrote in 1866: 
 
The term National Music implies that music, which, appertaining to a nation 
or a tribe, whose individual emotions and passions it expresses, exhibits 
certain peculiarities more or less characteristic, which distinguish it from the 
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music of any other nation or tribe. … The characteristics are innate, and, so to 
say, of indigenous growth. … the people collectively may not improperly be 
considered as the actual composer of its national tunes.45  
 
However, the legitimacy of the idea that folk music was created through processes of 
communal composition had been hotly contested among Continental and Scottish 
scholars throughout the eighteenth and nineteenth centuries. As Sharp summarised 
in 1907, on the question of precisely how folk music originated among the “common 
people”: 
 
experts are divided. Some hold that folk-songs were composed by individuals 
just like other songs, and that they have been handed down to us, more or less 
incorrectly, by oral tradition. Others, however, maintain that folk-songs are 
the products not of the individual, but of a people or community, and that we 
are indebted to the process of oral tradition, not only for preserving them, but 
for creating them as well.46   
 
He proceeded to outline the leading figures in this debate, citing the Grimm brothers 
and William Motherwell as leading exponents of the ‘communal authorship’ theory, 
while Friedrich Schlegel, Bishop Percy, Sir Walter Scott, Ludwig Uhland, and Jakob 
                                                             
45 Engel, National Music, 1-12. In a footnote on the first page of his book, Engel indicated that his preferred 
translation of the German word volksmusik would have been “folk music,” rather than “national music.” 
46 Sharp, English Folk Song, 8. 
141 
 
Böhme were prominent among the critics of this thesis.47 Despite the long history of 
the ‘communal authorship’ theory, Sharp insisted that it had been upheld “by 
assertion, rather than by argument,” and he endeavoured to contribute a rigorous 
argument that would draw upon the strengths of both sides of this debate.48 As he 
put it: 
 
The folk-song must have had a beginning, and that beginning must have been 
the work of an individual. Common sense compels us to assume this much. … 
Whether or not the individual in question can be called the author, is another 
matter altogether. Probably not, because the continual habit of “changing 
what they do not like” must, in the course of time, ultimately amount in the 
transference of the authorship from the individual to the community.49 
 
Sharp stated, in the introduction to English Folk-Song: Some Conclusions, that his 
main theoretical concern was “the evolutionary origin of the folk-song.”50 By 
theorising the composition of folk music as an evolutionary process, Sharp threw his 
support, ultimately, behind the ‘communal authorship’ theory. This support, and the 
weight of the argument that he outlined, provided theoretical legitimacy for the 
project of the English musical renaissance movement, and for composers like Parry, 
Mackenzie, and Vaughan Williams to use folk music as the bedrock for a distinctive 
                                                             
47 English Folk Song, 9-10. 
48 English Folk Song, 9. 
49 English Folk Song, 10. 
50 English Folk Song, x. 
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national style in their compositions. Sharp explicitly acknowledged that his theory 
aimed to facilitate just such an outcome. As he wrote:  
 
The claims … made by those who advocate the re-introduction of folk-songs 
into our national life all hinge upon this question of origin. They rest upon the 
assumption that folk music is generically distinct from ordinary music; that 
the former is not the composition of the individual and, as such, limited in 
outlook and appeal, but a communal and racial product, the expression, in 
musical idiom, of aims and ideals that are primarily national in character. 
Once establish the fact that that the folk-song has not been made by the one 
but evolved by the many, and its national character and its fitness to serve a 
national purpose follow as a natural consequence.51 
 
Sharp further elaborate his hopes that folk music should provide the raw materials 
for the construction of a distinctively English style of art music in the final chapter of 
his book, “The Future of English Folk-Song,” where he wrote that: 
 
We have seen that the earliest form of music, folk-song, is essentially a 
communal as well as a racial product. The natural musical idiom of a race will, 
therefore, be found in its purest and most unadulterated form in its folk-
music. … we must remember that we [the English] have a literature of folk-
song of our own, which affords incontrovertible evidence that, as a nation, we 
                                                             
51 English Folk Song, x. 
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possess a natural and inherent musical faculty of no mean order. The tree, 
therefore, is sound at the root. If in past seasons it has failed to flourish, to put 
forth branches and leaves and to bear fruit, this has not been from any lack of 
vitality, but simply because it has been neglected, because it has not received 
the necessary attention and cultivation. … We have the musical ability, and we 
have the folk-song. Our first and obvious duty is to see the latter restored to 
the nation as soon as may be; for not until this has been done can we look for 
results. When every English child is, as a matter of course, made acquainted 
with the folk-songs of his own country, then, from whatever class the musician 
of the future may spring, he will speak in the national musical idiom.52  
 
The practical aims behind Sharp’s theory thus shed light on the second aspect of the 
molar line in traditional music’s collective assemblage of enunciation. Binding 
traditional music to the principle of identity helps to frame its value in a way that 
appeals to national or culturally symbolic interests, while theorising its composition 
as an outcome of communal processes legitimises its use for national or culturally 
symbolic purposes. As I pointed out, above, my aim in this chapter is not to evaluate 
Sharp’s ethics in creating a theory of folk music intended to facilitate its use as the 
foundation for a national style of art music. All theories, to paint with broad strokes, 
are constructed in response to the needs of their specific historical circumstances, 
and, as I have mentioned, a great deal of excellent music now exists that might never 
have been created were it not for Sharp’s theoretical work. Having said this, we now 
find ourselves in drastically different circumstances to those in which Sharp’s theory 
                                                             
52 English Folk Song, 129-33. 
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initially gained currency, and the potential for traditional music to serve as a national 
or cultural symbol has become increasingly problematic over the intervening years. 
The scholarly critiques that I outlined earlier in this chapter drew attention to the 
potential for intangible cultural heritage to be co-opted and reinvented as a symbol of 
national or cultural identity. The fact can hardly be ignored that Sharp’s evolutionary 
theory of folk music, which continues to underpin current definitions of traditional 
music and intangible cultural heritage, was constructed with the explicit intention of 
facilitating just such an outcome. 
 
The Molar Line and the Territoriality of the Traditional Music 
Assemblage 
 
As I explained in the previous chapter, an assemblage is more than just a relationship 
between actual bodies and forces that interact with one another. As with any entity, 
from a Deleuzian perspective, there is in inherent virtuality to an assemblage, within 
which the flows from one actual state of affairs to another form lines of becoming. 
These lines can be characterised by the different functions that they perform. Molar 
lines are regulatory, defining boundaries and delimiting the nature of interactions 
which can take place within an assemblage. Molecular lines are more chaotic and 
unpredictable, co-existing with the molar while not necessarily conforming to its 
strictures. Lines of flight are radical becomings which break open the assemblage, 
leading to the possibility for new formations to emerge in its place.53 In this final 
                                                             
53 Sally Macarthur, Towards a Tweny-First-Century Feminist Politics of Music (Farnham, England, and 
Burlington, USA: Ashgate, 2010), 7-9. In fact, Deleuze and Guattari suggest that the term “line” is possibly 
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section of the chapter, I will outline an interpretation of the Sharpian principles of 
continuity, variation, and selection as constituting a molar line within traditional 
music’s collective assemblage of enunciation. As long as these principles remain 
central to the theoretical definition of traditional music, there will necessarily be a 
tendency for traditional music to be understood and valued in terms of its capacity to 
represent the cultural identity of a group. This association between traditional music 
and identity not only circumscribes the possibilities for traditional music to embark 
upon productive, creative becomings, but it also emplaces the conditions for the 
appropriation of traditional musics as national symbols and tends towards the 
musical construction of “exclusionary collective identity,” to recall the words of 
Labadi.54  
 
In A Thousand Plateuas, Deleuze and Guattari introduce the molar and the 
molecular into their analysis of social and political structures, aligning the molar 
with the rigid, homogenous, overcoded, and centralised structure of the 
“macropolitical,” and aligning the molecular with the supple, imperceptible, 
heterogenous, and highly differentiated multiplicity of the “micropolitical.”55 As they 
explain: 
 
                                                             
inappropriate for discussing the molecular, preferring instead to situate the molecular as a “quantum flow” that 
appears in conjunction with molar lines and segments. However, for the sake of clarity, the term “line” will be 
used in this analysis in order to emphasis the distinct but complementary functionalities of the molar and the 
molecular. See Deleuze and Guattari, A Thousand Plateaus, 217. 
54 Labadi, Unesco, Cultural Heritage, and Outstanding Universal Value, 68. 
55 Deleuze and Guattari, A Thousand Plateaus, 213. 
146 
 
everything is political, but every politics is simultaneously a macropolitics and 
a micropolitics. Take aggregates of the perception or feeling type: their molar 
organisation, their rigid segmentarity, does not preclude the existence of an 
entire world of unconscious micopercepts, unconscious affects, fine 
segmentations that grasp or experience different things, are distributed or 
operate differently.56  
 
Although the molar and the molecular are distinct, and operate according to entirely 
different logics, they are nonetheless entangled and complementary to one another. 
The movement of molecular masses produces molar classes at the same time as it 
escapes molar classification, and the molar organises, limits, and overcodes the 
movement of the molecular at the same time as it is produced by it.57 Deleuze and 
Guattari illustrate the interactions between the molar and the molecular using the 
examples of molecular fascist desires and the molar formation of the totalitarian 
state. As they put it: 
 
The concept of the totalitarian state applies only at the macropolitical level, to 
a rigid segmentarity and a particular mode of totalization and centralization. 
But fascism is inseparable from a proliferation of molecular focuses in 
interaction, which skip from point to point, before beginning to resonate 
together in the National Socialist State. Rural fascism and city or 
neighbourhood fascism, youth fascism and war veteran’s fascism, fascism of 
                                                             
56 A Thousand Plateaus, 213. 
57 A Thousand Plateaus, 214-15. 
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the Left and fascism of the Right, fascism of the couple, family, school and 
office. … What makes fascism dangerous is its molecular or micropolitical 
power, for it is a mass movement: a cancerous body rather than a totalitarian 
organism. … It’s too easy to be antifascist on the molar level, and not even see 
the fascist inside you, the fascist you yourself sustain and nourish and cherish 
with molecules both personal and collective.58 
 
For Deleuze and Guattari, the great paradox with which political thought is 
confronted concerns the production by desire of its own repression. In contrast to the 
prevalent psychoanalytic theories of the late twentieth century, Deleuze conceived of 
desire as a de-individualised and de-sexualised force, an essentially productive drive 
that is fundamental to biological, psychological, and social life.59 Life emerges, for 
Deleuze and Guattari, through connections that are formed between bodies and 
forces, driven only by an experimental desire that is nothing other than an 
affirmation of the capacity for objects and forces to connect to one another in 
productive and creative ways.60 For this reason, they characterise life as “machinic,” 
and assert that there can be no real distinction, at this molecular level, between a 
product and its production; desire is the principle that leads to assemblage as both a 
product and a process of production.  
 
                                                             
58 A Thousand Plateaus, 214-15. 
59 Alison Ross, "Desire," in The Deleuze Dictionary, ed. Adrian Parr (Edinburgh: Edinburgh University Press, 
2010), 66. 
60 Deleuze and Guattari, Anti-Oedipus, 5-6. 
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The connective synthesis that is performed by molecular desiring machines 
establishes the initial territoriality of an assemblage, and it is this territoriality which 
is circumscribed by the molar line. Simultaneously, the molar line is constituted as 
an overcoding of the territory that was enveloped by the desiring machines, the 
attribution of a class or a subjectivity to the molecular mass. For example, the 
Individual as a molar line circumscribes the organic and perceptual assemblage of 
the body, such that every function or aberration is overcoded as a signifier for the 
unique status of the subject. In a similar way, the State overcodes the territoriality 
that was enveloped by tribes, settlers, farmers, invaders, merchants, artists, 
inventors, etc., translating the history, geography, and culture of the territory into the 
symbolic language of the nation, the empire, the colony, the union, or the republic. In 
every case, the molar line can only emerge, and is only maintained, because it is 
produced and supported by a mass of molecular lines. The Individual is nourished by 
flows of nutrition and energy, organic functions, as well as by affirmations of its 
unique status that are constantly absorbed via perception. The State is affirmed in 
the affections and perceptions of its citizens, their infinitesimal investments in its 
own symbolic language, in flows of national currency, as well as in the external 
recognition of its legitimacy. 
 
In the case of traditional music, the eighteenth and nineteenth century debates 
surrounding the theory of communal authorship demonstrate the persistence of 
molecular investments in the ideal of traditional music as a pure expression of 
national characteristics. However, the field of traditional music remained relatively 
deterritorialized throughout this period, since, firstly, there was no generally 
accepted explanation for the way that communal authorship might operate and how 
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national characteristics might come be embedded within traditional music, and, 
secondly, numerous other theories concerning the origins of folk music and literature 
held equal currency.61 By drawing on the scientific currency of Charles Darwin’s 
theory of evolution, and by outlining in detail the way that continuity, variation, and 
selection might function as the fundamental principles of communal authorship, 
Sharp provided the means for a nationalistic interpretation of traditional music to be 
upheld and defended from an intellectual standpoint. As the EFDS, founded by 
Sharp in 1911, grew to become the central institution of England’s folk revival, 
eventually annexing the FSS in 1932, Sharp’s theory was guaranteed a dominant 
position in the theoretical definition of English folk music. The critical role played by 
the EFDSS in the formation of the International Folk Music Council in 1947, and the 
leadership of people such as Vaughan Williams, Karpeles, and Kennedy during the 
early decades of the institution, ensured that the Sharpian concept of folk music was 
prominently represented at an international level throughout the mid-twentieth 
century. Although the Council rebranded itself during the 1980s as the International 
Council for Traditional Music, the principles of continuity, variation, and selection 
remained central to their theoretical definition of traditional music. ICTM maintains 
formal consultative relations with UNESCO, whose concept of intangible cultural 
heritage encapsulates the principles of continuity, variation, and selection.62 
                                                             
61 For example, one prominent theory in eighteenth and nineteenth century folklore, which was labelled by Hans 
Naumann in 1902 as gesunkenes kulturgut (“sunken culture”), held that folk music and literature originated 
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"Gesunkenes Kulturgut," in Folklore: An Encyclopedia of Beliefs, Customs, Tales, Music, and Art, ed. Thomas A. 
Green (Santa Barbara, California; Denver, Colorado; Oxford, England: ABC-CLIO, 1997). 
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Although, in recent decades, UNESCO has made earnest efforts to update its 
theoretical definitions, and to enact safeguarding policies with sensitivity to delicate 
local ecologies, researchers like Grant, Joncheere, and Labadi continue to identify 
problematic outcomes of UNESCO classifications, which are all too often linked to 
the appropriation of musical traditions as national symbols, or, as Labadi puts it, to 
the “folkloristion” of traditional musics.63 From a Deleuze-Guattarian perspective, 
this evidences the overcoding, totalising operations that are characteristic of the 
molar line. It does not matter that an explicitly nationalistic or folkloric orientation is 
not affirmed in the concepts that are employed by UNESCO or ICTM, since the 
principles of continuity, variation, and selection ensure that traditional musics retain 
an implicit potential for nationalistic and folkloric interpretations and uses to 
emerge. The principles of continuity, variation, and selection produce a molar line in 
the assemblage of traditional music precisely because they have freed the 
nationalistic theory of communal authorship from the need for explicit articulation 
or support. As long as they retain their central position within the nexus of 
theoretical understandings of traditional music, there will always be an implicit 
nationalism with the power to reassert itself inherent within every iteration of the 
concept of traditional music.  
 
It would be a mistake, however, to regard the theoretical definition of traditional 
music by international organisations as solely responsible for the misadventures of 
traditional music in the modern world. In Deleuzian-Guattarian terms, this would be 
to overlook the importance of the micropolitical, the molecular affirmation of the 
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molar line, the production by desire of its own repression. The molar line that 
equates traditional music with cultural identity is not simply imposed from the 
transcendent position of institutional policy or academic theory. It is also produced 
in the form of innumerable molecular affections, desires, and perceptions. As 
Kaminsky points out, Swedish folk musicians and enthusiasts “find a good deal of joy 
in embedding themselves in the story of a deeply-rooted tradition,” at the same time 
as being “acutely aware of the reactionary political purposes to which that story has 
been put, both historically and in the present.”64 The same is undoubtedly true for 
traditional musicians in any number of cultural contexts throughout the world. To 
paraphrase Deleuze and Guattari, what makes nationalism dangerous is its 
molecular, or micropolitical power; it is all too easy to be anti-nationalist on a molar 
level, and not even see the nationalist inside you, “the [nationalist] you yourself 
sustain and nourish and cherish with molecules both personal and collective.”65  
 
Despite the crucial role of the molecular in affirming the molar, it is also 
fundamentally the nature of the molecular to defy the kind of homogeneity that is 
attributed to it by molar overcodings. It is therefore to the molecular that one must 
look to find not only the power that is productive and affirmative of the molar line, 
but also the affections and perceptions that escape the classifications and strictures 
of the molar. Previous critical accounts of the revival, such as those outlined by 
Harker and Boyes, have fallen down partly because of the way that they vilified key 
revivalists, like Cecil Sharp, as the architects of a misleading ideology, while 
positioning folk musicians and enthusiasts as unwitting victims, duped and 
                                                             
64 Kaminsky, "Keeping Sweden Swedish," 75. 
65 Deleuze and Guattari, A Thousand Plateaus, 215. 
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manipulated by the revivalist ideology. What this kind of critique does is to illustrate 
a hopeless state of affairs by rigorously identifying everything that is deplorable or 
paradoxical within its objects and leaving no possibility that might be affirmed as an 
alternative or as an escape. By contrast, a Deleuzian-Guattarian analysis of the 
theories that emerged from the revival would acknowledge the totalising function of 
the molar line (traditional music = continuity, variation, and selection = musical 
expression of exclusionary collective identity), while at the same time implying that 
this molar line is both upheld and escaped by innumerable molecular flows. In other 
words, on the one hand, the theory that positions traditional music as an expression 
of cultural identity maintains its legitimacy precisely to the extent that individuals, 
groups, and organisations actively invest in it. On the other hand, the predominance 
of identity as the primary mode in which people, groups, and organisations invest 
themselves in traditional music does not preclude the existence of other modes in 
which these investments might be made. To anticipate the subject of the following 
chapter, those modes of molecular investment which affirm the molar interpretation 
of traditional music as an expression of cultural identity might be regarded as 
‘majoritarian’, while those which escape it, and potentially lead to different 
understandings of traditional music and its socio-political significance might be 
regarded as ‘minoritarian’.  
 
Conclusion 
 
In summary, Sharp proposed the principles of continuity, variation and selection to 
explain the way that folk music came to express the identity of a community, rather 
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than that of an individual. This, in turn, was undertaken as a justification for the use 
of England’s folk music as a symbolic expression of Englishness in art music. 
Although the explicitly racial terms in which Sharp, and many others, conceived of 
folk music at the beginning of the twentieth century were left behind, the principles 
of continuity, variation and selection were adopted by ICTM as the foundations for a 
theoretical definition of traditional music. In its consultative relationship with 
UNESCO, ICTM has played a significant role in informing the way that the concept of 
intangible cultural heritage has been applied to traditional music. Throughout the 
history of these concepts and organisations, the influence of Sharp’s theory of folk 
music can be located, either explicitly or implicitly, in the connection between 
particular modes of transmission and the expression of communal identities. In fact, 
Sharp’s theory has become so pervasive and widely accepted in the worldwide study 
of traditional music that it is rarely even acknowledged as the creation of an 
individual author; it has become, perhaps fittingly, an element of the folklore of 
traditional music itself. Persisting in the principles of continuity, variation, and 
selection, and in the apparently common-sense notion that traditional music exists 
fundamentally as an expression of cultural identity, Sharp’s theory contributes to a 
molar line that continually reasserts itself, and which continues to territorialise 
traditional music assemblages the world over. Many contemporary researchers have 
critiqued the way that labelling musical traditions as intangible cultural heritage 
enables them to be co-opted and reinvented as national or cultural symbols. 
Examining the heritage of the concept itself, however, these outcomes appear to be 
not merely unfortunate by-products of the categorisation of practices as “traditional 
music” or “heritage music.” On the contrary, they appear to indicate that, despite 
more than a century of adaptation and refinement, and despite a complete reversal in 
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the priorities of its exponents, the theory of traditional music continues to function 
precisely as it was originally intended.     
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Chapter 4: Minor Musics of the Folk Revival 
 
 
Introduction 
 
As I suggested in the previous chapter, the molar line that has continually 
territorialised traditional music over the course of the twentieth century might be 
said to favour a particular conception of the relationship between music and cultural 
identity, which Deleuze and Guattari would designate as majoritarian. The concept of 
the majoritarian relates to the expression of established, hegemonic identities 
through standardised languages. In contrast to the majoritarian mode, Deleuze and 
Guattari posit a more subversive, deterritorializing mode of expression, which they 
call the minoritarian.1 Deleuze and Guattari articulate their concept of the 
minoritarian in the form of the “minor literature,” employing an analysis of Franz 
Kafka’s writings.2 However, the concept of the minoritarian is not limited to literary 
contexts, and may be applied just as appropriately within any other expressive 
context, such as music. This is because the minoritarian is not so much a form or a 
method of expression as it is an operation of deterritorialization that it is possible to 
enact within a majoritarian context. As Deleuze and Guattari write: 
 
A minor literature does not come from a minor language; it is rather that 
which a minority constructs within a major language. But the first 
characteristic of minor literature in any case is that in it language is affected 
                                                             
1 Gilles Deleuze and Félix Guattari, Kafka: Towards a Minor Literature, trans. Dana Polan (Minneapolis and 
London: University of Minnesota Press, 1986 (1975)), 85.  
2 Kafka, 16. 
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with a high coefficient of deterritorialization. In this sense, Kafka marks the 
impasse that bars access to writing for the Jews of Prague and turns their 
literature into something impossible—the impossibility of not writing, the 
impossibility of writing in German, the impossibility of writing otherwise. … 
In short, Prague German is a deterritorialized language, appropriate for 
strange and minor uses.3  
 
A minor music would thus not be literally a different music to the major music. 
Rather, it would be a deterritorialization of the major music, brought about by the 
music’s use by those who are excluded from the majoritarian standard. The 
minoritarian is a performance that affirms the possibility of difference within a 
territory that is ostensibly defined by the principle of identity.  
 
In the context of the folk revival, the national and racial category of Englishness that 
was privileged in Sharp’s theory would be a majoritarian identity, and the 
mobilisation of folk music as an expression of Englishness would constitute a ‘major 
music’. My aim in this chapter is to explore the ways that three different ‘minor 
musics’ emerged during the revival, and, in their own distinctive ways, enunciated 
alternatives to the association between the folk music of England and the 
majoritarian category of Englishness. To begin with, I consider the movement of 
Celticism, which competed with majoritarian Englishness for the role of defining of 
the cultural significance of England’s folk music during the late nineteenth century. I 
will then explore the folk musics of Romani and Didakei Travellers in England, and 
the ‘becoming-Gypsy’ of revivalists like Alice Gillington, who studied them. Finally, 
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the repertoire that Laura Alexandrine Smith eloquently dubbed “the music of the 
waters” will be examined, illustrating the way that international musical and cultural 
influences comingled in the global maritime world and found their way into 
England’s folk music in the form of sea songs and chanties.  
 
Crucially, these musical fields do not involve wholly separate and distinct repertoires 
from that which constitutes the majoritarian field of ‘English Folk Music’. As minor 
musics, they attribute alternative cultural significances to the repertoire associated 
with the major music. They therefore offer a challenge to the molar line of the 
English folk music assemblage, which, as I argued in the preceding chapter, is 
constituted in the notion that the defining characteristic of English folk music is its 
expression of English national consciousness. The promotion of folk music as an 
expression of majoritarian national identity, I argue, simultaneously required the 
assimilation of these minor musics into the core folk repertory, on the one hand, and, 
on the other hand, necessitated the exclusion of their cultural and political 
differences from the theory of folk music, such that the challenge they offered to the 
majoritarian standard of Englishness was negated. Acknowledging their place in the 
repertoire unearthed by revivalists necessarily complicates and destabilises 
nationalist interpretations of the revival’s history and its ongoing cultural 
significance. This investigation is of more than merely local or disciplinary 
significance; questioning the Englishness of England’s folk revival invites a re-
examination of the structure of our contemporary concept of traditional music, the 
legitimacy of its foundations in cultural nationalism, and the nature of its ongoing 
cultural and political importance. 
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Celticism 
 
Towards the end of the nineteenth century, a popular movement inspired by Celtic 
mysticism emerged on the Irish literary scene, of which William Butler Yeats is 
remembered as being particularly emblematic. As G. K. Chesterton once put it, 
against a “drab background of dreary modern materialism … Willie Yeats was calmly 
walking about as the Man Who Knew The Fairies.”4 Yeats, among others, promoted 
the notion that the Celtic race were a mystical, passionate, otherworldly, and artistic 
people. This idealistic construction of the Celts was posited in stark opposition to the 
notion that their Teutonic colonisers were, as a race, essentially rational, 
materialistic, and bureaucratic.5 In capitalising on this binary opposition of Celtic 
mysticism and Teutonic rationality, writers like Yeats were performing a revaluation 
of racial stereotypes which had been initially deployed by English colonisers as 
justification for their ‘civilising’ mission in Ireland. In this way, as Gregory Castle 
points out, the authors of the Celtic Revival were “at once complicit with and hostile 
toward … the very discourses of nationalism, colonialism, and anthropology that 
invoke a binomial distinction between the primitive and the civilized in order to 
argue for the cultural and racial inferiority, political impotence and historical 
irrelevance of the native Irish people.”6  
                                                             
4 G. K. Chesterton, Autobiography (London: Hutchinson, 1969), 124. Cited in Fergal Casey, "A Celtic Twilight in 
Little England: G. K. Chesterton and W. B. Yeats," Irish Studies Review 22, no. 1 (2014): 81. 
5 This conflation of linguistic and racial categories may be alarming to the contemporary reader, but it was typical 
of the rhetoric surrounding the Celtic Twilight movement of the late nineteenth century.  
6 Gregory Castle, Modernism and the Celtic Revival (Cambridge, New York, Melbourne, Madrid, Cape Town, 
Singapore, Sao Paolo: Cambridge University Press, 2001), 3. 
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In Ireland itself, the investment authors like Yeats made in Celtic ideals yielded 
returns in the form of a national literature and an intellectual nationalist movement. 
In this context, Celticism would most certainly need to be interpreted as a 
majoritarian music. However, drawing on Declan Kiberd’s seminal reading of Oscar 
Wilde, Fergal Casey suggests that Celticism may have entailed unique and distinctive 
political implications in English contexts. Kiberd writes that, for Wilde, England 
itself may have been “the last, most completely occupied, of the British colonies,” and 
that for the English, as with the Irish, “their problem was that of a quick-witted 
people being governed by a dull one.”7 In England the evocation of Celticism thus 
became a means of opposing the dominant social mindset of late-
Victorian/Edwardian England. This ‘official’ Englishness was epitomised by, for 
example, the jingoism of Joseph Chamberlain and the imperialist war in South 
Africa, the justification of shocking inequities of power and welfare between the 
classes, and the materialistic system of values propping up the imperial capitalist 
economy. As Casey puts it, it was as though “the deadening weight of dull materialist 
empiricism could be leavened by the Celtic imagination.”8 
 
Celticism can be seen to have influenced the folk revival in England both directly, via 
connections between the early Folk-Song Society and the Irish Literary Society of 
London, and indirectly, by providing an alternative cultural code within which some 
                                                             
7 Declan Kiberd, Inventing Ireland: The Literature of the Modern Nation (London: Vintage, 1995), 44. Cited in 
Casey, "Celtic Twilight," 85. 
8 "Celtic Twilight," 86. 
160 
 
revivalists situated their ideas about folk music. Arthur Knevett has illuminated what 
he calls “the Irish impetus behind the founding of the [Folk-Song Society]” in the 
late-nineteenth century.9 He writes that the Irish literary revival, with Yeats as a 
figurehead, was fuelled in England by supporters of Irish Home Rule. Disenchanted 
by the setbacks their cause suffered in the 1890s, supporters of Home Rule turned 
their efforts towards cultural goals, rather than directly political goals, and strove, 
through the medium of literature, to assert an Irish cultural identity founded on the 
ideals of Celticism.10  Knevett suggests that the co-incidence of the Irish literary 
revival and the folk music revival in England was “the product of historical chance 
rather than something either planned or inevitable,” but they were nonetheless 
connected through certain key personalities and by the cultural and political milieu 
which they cohabited.11  
 
Knevett points out that two key instigators in the formation of the Folk-Song Society 
in 1898, Kate Lee and Alfred Percival Graves, were members of the already-
established Irish Literary Society of London.12 As Bearman argues, the FSS, at least 
initially, was “not an ‘English’ Folk Song Society but an Anglo-Celtic one with slight 
                                                             
9 Arthur Knevett, "Cultural and Political Origins of the Folk-Song Society and the Irish Dimension," Folk Music 
Journal 10, no. 5 (2015): 592. 
10 "Cultural and Political Origins,” 594. 
11 "Cultural and Political Origins,” 595. 
12 "Cultural and Political Origins,” 596. Also See C. J. Bearman, "The English Folk Music Movement 1898-1914" 
(University of Hull, 2001), 40, 82. 
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but undeniable international connections and ambitions.”13 Letters sent by Lee to 
potential members informed them that: 
 
It is proposed to form a FOLK SONG SOCIETY for the purpose of discovering, 
collecting, and publishing Folk and Traditional songs of the United Kingdom 
and other Countries. It is certain that great numbers of these exist which have 
not been noted down, and are therefore in danger of being lost; while many 
others, which have already been collected, are practically, though 
undeservedly, unknown.14 
 
Although Graves and Lee were both Unionist in their political allegiances, Knevett 
points out that the Folk-Song Society’s early meetings and personnel included 
prominent connections to William Gladstone, the former Prime Minister and 
outspoken public advocate for Irish Home Rule. The first President of the Society 
was Lord Herschell, Gladstone’s solicitor-general in the 1880s. The first annual 
general meeting of the Society was hosted by Rachel and Frederick Beer, who were 
friends of Gladstone—close enough, in fact, that the former Prime Minister had 
hosted their wedding breakfast at his home. Herschell’s successor as president, 
following his death in 1899, was Gladstone’s nephew and former Liberal MP, 
Viscount Cobham.15 Although the political views of the early FSS were anything but 
united, Knevett shows that it attracted “Celticists,” among many others, and that its 
                                                             
13 "The English Folk Music Movement 1898-1914," 40. 
14 Kate Lee, Letter to J. F. Gill, January, 1898. Reproduced in Knevett, "Cultural and Political Origins," 599. 
15 "Cultural and Political Origins,” 601-02. 
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beginnings were undeniably tied to the Irish literary movement in England and to 
prominent supporters of Irish Home Rule.16 This immediate political context from 
which the Celtic interpretation of England’s folk music emerged is vital to its 
deterritorializing capacity as a minor music, as I will demonstrate further on in this 
chapter. 
 
Elements of the ideals of Celticism can be found in some revivalists’ approaches to 
folk music. Sabine Baring-Gould, who collected folk songs in Devon and Cornwall 
from around 1888, emphasised the Celtic elements of this region’s folk music. 
Baring-Gould was also a supporter of Gladstone’s Liberal agenda, including Irish 
Home Rule.17 He published his first major collection, Songs and Ballads of the West, 
in four volumes between 1889 and 1891.18 His preface to the first volume informs the 
reader that: 
 
Wherever the Celtic blood flows, there it carries with it a love of music and 
musical creativeness. Scotland, Wales, Ireland, Brittany, have their national 
melodies. It seemed to me incredible that the West of England—the old 
Kingdom of Damnonia—Devon and Cornwall, where the Celtic element is so 
strong, should be void of Folk-Music.19 
                                                             
16 "Cultural and Political Origins,” 604-05. 
17 "Cultural and Political Origins,” 603. 
18 Sabine Baring-Gould and H. Fleetwood Sheppard, Songs and Ballads of the West (London: Methuen & Co., 
1889-1892). 
19 Songs and Ballads of the West, vol. I (London: Methuen & Co., 1889), ix. 
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With this opening passage, Baring-Gould situated the songs in his collection within 
an international “Celtic” world spanning the British Isles and the west coast of 
Europe, rather than as distinctively English products. He elaborated on the Celticism 
of his collection in the preface to the fourth volume of Songs of the West, 
distinguishing the Celtic aesthetics he identified in the folk music of Cornwall and 
Devon from those of English folk music more broadly: 
 
Directly the Exe is crossed we come into a different musical deposit. … what I 
find is that the songs and ballads sung to their traditional melodies in 
Somersetshire, in Sussex, in Yorkshire, and Northumberland, are sung to 
quite different airs on Dartmoor and in Cornwall. … The Celtic tongue 
retrograded and finally expired in Cornwall. Then English ballads and songs 
found their way into Cornwall, as they found their way into Scotland and 
Ireland, and were set to already familiar melodies thenceforth dissociated 
from their no longer understood words.20  
 
As well as promoting the Celticism of the songs published in his collection, Baring-
Gould evoked rural and archaic imagery in his descriptions of the locations where his 
songs were collected: “Belstone is a small village under the rocks of Belstone Tor, on 
the edge of Dartmoor, a wild and lonesome spot”; “Lydford is another spot where 
much of the old world lingers.”21 With these he combined descriptions of his ragged 
                                                             
20 Songs and Ballads of the West, vol. 4 (London: Methuen & Co., 1891), xi. 
21 Songs and Ballads, vii-viii. 
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sources themselves—“old, illiterate,—their lives not worth five years’ purchase”; “an 
old blind man, of over 80 years, very infirm, and only able to leave his bed for a few 
hours in the day.”22 He made certain that his readers understood the oblivion for 
which these traditional songs seemed destined—“his sons sang none of their father’s 
[songs]: they knew and appreciated only Christy Minstrel and Music Hall pieces … 
They despised, and did not care to learn, the old ballads and songs that had come 
down as an heirloom from their tuneful ancestors”; “when [the old singers] die, the 
traditions will be lost, for the present generation will have nothing to say to these 
songs.”23 All things considered, the nostalgic impact of Baring-Gould’s prose 
conjures the image of a Celtic folk-singing tradition that is ancient, venerable, and 
otherworldly, but now decrepit, comparable to Yeats’ famous literary character, 
Oisin: “bent, and bald, and blind; with a heavy heart and a wandering mind.”24 It is 
interesting to observe that Yeats’ epic poem was published in the same year as 
Baring-Gould’s first volume of Songs and Ballads of the West. It is difficult to 
imagine that Baring-Gould, who was himself a some-time author and poet, would 
have been ignorant of Yeats’ writings.  
 
In his research into Manx folk music during the 1890s, William Henry Gill also 
emphasised aspects of his collection that were characteristic of the prevalent 
Celticism of the time. While his subject matter was not, strictly speaking, English folk 
music, he nonetheless presented his work to the Musical Association in South 
Kensington, as did Lucy Broadwood, Frank Kidson, and many other revivalists. Gill 
                                                             
22 Songs and Ballads, viii. 
23 Baring-Gould and Fleetwood Sheppard, Songs and Ballads of the West, I, ix-xi. 
24 William Butler Yeats, The Wanderings of Oisin and Other Poems (London: Kegan Paul & Co., 1889). 
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was also a founding member of the FSS, and had collaborated with Graves on an 
1896 collection of Manx National Songs.25 In the preface to this collection, Gill and 
the other editors expressed their ideas about the relationship between the traditional 
‘Celtic’ tunes and the English-language texts (many of which had been written by 
Graves) of the songs it included. In a manner somewhat reminiscent of Baring-
Gould’s description of the decline of the Celtic language in Cornwall, J. Fred Gill, J. 
Clague and W. H. Gill suggested that “although [Manx music was] at one time well 
known and in every sense popular, it has of late years, with the declining of the 
national language, almost entirely disappeared.”26 They went on to justify the 
decision to substitute English words for the original Manx by claiming that “The 
language being practically dead, songs with Manx words would not generally be 
sung.”27 They argued that the new English texts were “used merely as vehicles for the 
melodies, and to ensure their being sung.”28 Interestingly, the editors concluded their 
preface with a statement highlighting both the aesthetic and the cultural ambiguity of 
the folk music in their collection: 
 
In many cases it is as difficult, if indeed it is not impossible, to ascertain the 
original form of any given melody, as it is to discover its nationality; both 
must, in the large majority of cases, remain a matter of conjecture.29    
 
                                                             
25 Knevett, "Cultural and Political Origins," 601. 
26 J. Fred Gill, J. Clague, and W. H. Gill, Manx National Songs (London: Boosey & Co., 1896), iii. 
27 Manx National Songs, iii. 
28 Manx National Songs, iv. 
29 Manx National Songs, iv. 
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Although it is likely to have been intended simply to anticipate potential objections to 
their claim for certain tunes as distinctively Manx in origin, implicit within this 
statement is an acknowledgement of the constructed and contingent nature of folk 
music’s cultural significance. In relation to the majoritarian concept of folk music as 
an expression of national or cultural identity, the ambiguity that this introduces is 
loaded with deterritorializing implications. 
 
In a paper read by W. H. Gill introducing the subject to the Musical Association in 
1895, which was also printed as part of the prefatory material to Manx National 
Songs, Manx folk music was situated in relation to the traditional musics of other 
‘Celtic’ nations, as well as within an English context. Gill suggested that “Some of our 
tunes … are essentially Scotch in character, some are unmistakably Irish, a few might 
pass for Welsh, while many have the unmistakable ring of the Old English School.”30 
He also suggested that the Celtic Manx language was a source of the inherently poetic 
outlook of Manx Islanders: 
 
The ancient language of the Isle of Man is Gaelic, a branch of the Celtic. It was 
once the language of Europe and the universal language of the British Isles. … 
It is eminently a poetic language, dealing largely with metaphors. For 
instance, the Manx name for remorse is “a little bone in the breast.” An 
inconsistent person is styled “with me—with thee.” For “the water is boiling” 
                                                             
30 W. H. Gill, "Manx Music," Proceedings of the Musical Association 21, no. 1 (1895): 120. 
167 
 
they say “the water is playing.” The rainbow is “the going North.” The Zodiac 
is the “footpath of the Sun.”31  
 
In this passage, Gill does more than simply align the Manx language with the poetic 
and mystical ideals of Celticism. By describing the Gaelic language of the Isle of Man 
as once having been “the universal language of the British Isles,” he suggests a 
positions for the music in his collection within the cultural heritage of Britain, rather 
than of the Isle of Man alone.   
 
Gill’s work did not just connect with the Celticism of the late-Victorian era in terms 
the aesthetic categorisation of Manx folk music. The political implications of locating 
Manx folk music within the paradigm of the Celtic Twilight are expressed in Gill’s 
contention that:  
 
For ages past the island was the battlefield, as it is now the playground, of the 
surrounding nations. Its simple people have gone through the various stages 
of a conquered nation. Happily, they have passed through the furnace, and 
have emerged a free people. … The Isle of Man rejoices in being “The Land of 
Home Rule.”32 
 
                                                             
31 "Manx Music," 121-22. 
32 “Manx Music," 121. 
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Gladstone’s second Home Rule Bill had only recently been defeated in the House of 
Lords, in 1893, and the issue of home rule was subsequently vetoed by the Lords. 
Gill’s sentiments are therefore, unmistakably, an intentional declaration of his 
support for Irish independence.  
 
Another way that Gill embedded the knowledge he presented of Manx folk music 
firmly within the ideological territory of Celticism was by emphasising the music’s 
connections with nature, mystical beliefs, and a mythologised sense of history. He 
drew attention to the impact of natural forces upon the inhabitants of the Isle of 
Man, which he understood as instrumental in shaping both their music and their 
mysticism. As he wrote: 
 
The scenery of the Isle of Man is unique. Its mountains, though of 
comparatively small scale, are rugged and picturesque. Of the many thousands 
who visit its shores every year, all are fascinated by the loveliness of its glens, 
its wealth of golden gorse and purple heather, and its breezy “green hills by 
the sea.” It seems as though the great agencies of Nature had worked with 
loving hand in making it fertile and beautiful. Ages before the advent of man, 
the great frozen sea of the glacial period had wrought for it in its two-fold 
function. First as a carrier, importing foreign material to enrich its soil, and 
second as a sculptor, carving “many an enduring portrait in the profile of its 
scenery, and many an imperishable engraving on rock and boulder” (Dr 
Haviland). … It would be strange if the dwellers of this enchanted land were 
not infected with the spirit of romanticism, and it is easy to see how to a 
169 
 
simple-minded people the sights and sounds of Nature gradually assume 
definite shape, and at last find expression in wild melodies and the conception 
of fairies and phantoms.33  
 
In the above passage it is interesting to note, in addition to the invocation of natural 
forces and mystical beliefs, the references to deeply ancient forces, such as “the great 
frozen sea of the glacial period,” and the semi-poetic style in which Gill chose to 
address his listeners at the Musical Association. Such aspects of Gill’s work amplify 
its resonances with the mystical and anti-imperial sentiments of Yeats and other 
authors of the Celtic Twilight. Likenesses between Gill’s description of Manx music 
and Yeatsian mysticism grow more and more striking as he continues: 
 
The faculty of seeing the unseen … and of hearing the inaudible … is one of the 
earliest instincts in the evolution of man, and the very essence of the poetic art 
is but the emphasizing and higher development of this primitive child-like 
faculty. Hence it happens that to the unsophisticated Manxman … a belief in 
fairies is to this day an essential part of his being.34 
 
Gill’s description of a bird’s song he encountered on the Isle of Man as 
“unquestionably the oldest Manx song in my collection” seems to echo this Celticist 
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opposition of spiritualism to the rational, scientific worldview that was commonly 
associated with Teutonic Englishness. As he put it: 
 
this little incident has, to my mind, a far deeper significance; for have we not 
here, in that throbbing little breast of this primeval master-singer, the 
fountain and origin of the music of the western world? The scientists, from 
Pythagoras to Helmholtz, have given us elaborate treatises on the ratios of 
vibrations, the laws of harmonics, and the division of the string. Musical 
historians take us back to ancient Rome, to Greece, to Egypt, to trace the 
origin of the scale. Here in our own land, among the may-blossom of our 
hedge-rows, this heaven-taught singer seems to have anticipated the latest 
discoveries of modern science.35   
 
Gill’s Celticist approach to the study of Manx folk music contrasts with the work of 
another, contemporaneous collector of the same material, Arthur William Moore. 
The preface to Moore’s Manx Ballads and Music (1896), written by the Manx poet 
Thomas Edward Brown, suggested that “the songs are so few in number, and, in 
quality, so trifling, so unromantic, unpoetical, and so modern.”36 The songs in the 
collection are described as suggesting “no antiquity of origin, the Manx exhibiting no 
archaic peculiarities.”37 Moore himself also noted the relatively recent origin in his 
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introduction to the volume. He remarked upon the “paucity of early ballads” and 
speculated that a strong oral tradition had existed until around the mid-eighteenth 
century, when “a great revival of religious enthusiasm which was first promoted by 
the publication of the Bible in Manx” led the Manx people “to forget the ballads 
about such heathenish creatures as Fin and his congeners.”38 In further contrast to 
Gill’s poetical treatment of Manx songs in his collection, Moore rather bluntly stated 
that: 
 
All the ballads … have been translated … into literal English prose, which has 
been printed in verse form so as to correspond with the Manx in appearance. I 
am, of course, aware that the result of this operation is by no means pleasing, 
but my aim is to display faithfully the meaning of the Manx originals, however 
unpoetical and uninteresting they may be, and not to produce what would 
certainly have been doggerel rhyme of a very inferior kind.39  
 
It is unclear whether Moore intended his final comment as a slight directed at Gill’s 
methods, although it remains a distinct possibility, given that their collections were 
both published in the same year, 1896, and considering the antithetical nature of 
their views on the translation, interpretation, arrangement, and restoration of Manx 
folk songs. 
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172 
 
Neither Gill nor Moore saw Manx folk music as an entirely distinct and separate 
tradition from the folk music of England, Scotland, or Ireland. For example, Gill 
pointed out that one of the musical illustrations to his paper for the Musical 
Association, “Te tra goll thie,” “was sometimes sung to the words of “Barbara Allen,” 
or, as the Manx call it, “Barbary Ellan,” a ballad that was widely popular throughout 
Britain and Ireland, as well as in North America.40 Moore included in his collection 
the ballads “Fin as Oshin” and “Arrane ny Ferishyn,” which both involve the heroic 
figure of Irish mythology, Fionn Mac Cumhail, or “Fin Mac Coole,” as Moore 
suggested he was known to the Manx.41 He also suggested that the ballad, “Yn 
Graihder Jouyllagh” was “clearly an imitation of an old Scotch ballad entitled “The 
Ship of the Fiend or The Demon Lover.”42 More explicit acknowledgement of the 
culturally ambiguous nature of Manx folk music was given by Gill when he argued 
that “it stands to reason, looking at the history and geographical position of our 
island, that many of its tunes have been imported ready-made, and not composed on 
the spot.”43 In similar fashion, Moore included a caveat to his usage of the term 
“Manx melodies,” explaining that “I do not wish it to be understood that I claim them 
as necessarily of native origin, but simply that they are melodies known to the Manx 
people by oral tradition.”44 
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Deleuze and Guattari state that one of the key characteristics of the minoritarian is 
its inherently political nature.45 In majoritarian modes of expression, they write that 
“the individual concern (familial, marital, and so on) joins with other no less 
individual concerns, the social milieu serving as a mere environment or a 
background.”46 In the case of minor expressions, however, the marginal zone 
occupied by the cultural group:  
 
forces each individual intrigue to connect immediately to politics. The 
individual concern thus becomes all the more necessary, indispensable, 
magnified, because a whole other story is vibrating within it.47  
 
In the context of the late-Victorian folk revival, the evocation of Celtic ideals was 
inseparable from the politics of Irish Home Rule, which had divided British political 
opinion throughout the late-nineteenth century. For a song or a tune to be valued in 
terms of those characteristics that revivalists like Baring-Gould and Gill associated 
with the essential characteristics of the Celtic race therefore entailed an implicit 
challenge to the ideology of English colonialism. The image of the rational, 
materialistic, bureaucratic Teuton embarking on a civilising mission in the lands of 
his backwards, disorganised, superstitious neighbours had been mobilised for 
centuries as justification for England’s imperial domination of the British Isles. The 
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late-nineteenth century movement of Celticism inverted the values inherent within 
these cultural stereotypes, celebrating the Celtic ideals of mysticism, poeticism, and 
affinity with nature as alternatives to the dominant image of Englishness as governed 
by the principles of materiality, empiricism, and reason. Furthermore, the situation 
of certain folk music repertoires as simultaneously English and Celtic was loaded 
with deterritorializing implications for the nature of English national identity and 
political consciousness. By aligning their promotion of folk music with the movement 
of Celticism, revivalists like Baring-Gould and Gill recast the folk music of England 
within a minoritarian mode. Folk music, understood from the perspective of 
Celticism, could not possibly be the natural musical expression of an Englishness 
that already existed, but was, on the contrary, conditioned by a deterritorialization of 
that established image of Englishness. It would be a vehicle for the emergence of 
something new, emerging out of the impossibility, to recall Deleuze and Guattari’s 
characterisation of Kafka’s minor literature, of being ‘English’ in a context where 
Englishness was predicated on values antithetical to its own, and the impossibility of 
enunciating itself in a context other than Englishness.  
 
Of course, it is now common knowledge that the notion of a racially distinct ‘Celtic’ 
people has no foundation in genetic terms, and we are also justifiably more sceptical 
of racial essentialism than the late-Victorians. However, when it comes to the 
production of culture and the political significance of cultural products, the contents 
of people’s DNA are less important than the contents of their imaginations. Literary 
figures like Yeats and, as I have argued, folk revivalists like Baring-Gould and Gill 
believed in the notion of a Celtic race with its own distinctive attributes, which set 
them apart from the Teutonic English in spiritual, aesthetic, and political terms. This 
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belief influenced their ideas about the folk music which they collected and 
popularised. Foregrounding this minoritarian element of the revival therefore 
complicates the generally accepted notion of the folk music movement in late-
Victorian England as a vehicle for the construction of an English musical identity. By 
evoking the ideals of Celticism, Baring-Gould and Gill opened up alternatives to the 
materialistic and imperialistic system of values according to which ‘Englishness’ was 
typically defined. They situated their folk music repertories within the context of a 
scattered Celtic world on the fringes of Western Europe and capitalised on the 
Otherness which Celticism offered in opposition to the majoritarian image of 
Englishness. Whether or not they did so with explicitly political intent, the political 
significance of their work remains nonetheless real and undiminished. The 
encroachment of Celticism into the cultural and aesthetic territory of English folk 
music ensured the existence of at least one alternative to the monolithic, 
majoritarian image of ‘Englishness’.       
 
Alice Gillington and English Gypsy Music 
 
  
“Gypsy, Gypsy,” Anne Geddes Gilchrist Collection, Vaughan Williams Memorial Library, Roud no.19596. 
 
Another aspect of the folk revival which might be understood as engaging with 
minoritarian elements on the fringes of Victorian/Edwardian English orthodoxy was 
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Alice E. Gillington’s work as a collector of Romani and Didakei music in Hampshire. 
Gillington, as Michael Yates and Steve Roud explain, was a “pioneer collector of 
songs from English Gypsies” who remains largely unknown today.48 Gillington had 
dabbled in art and poetry in her youth, and had probably, according to Yates and 
Roud, first encountered Gypsies in New Forest while living with her mother and 
brother in Bitterne, Southampton, around 1901.49 By 1911, Gillington and her 
brother, John, had moved into caravans and would maintain nomadic lifestyles for 
the rest of their lives.50 She produced a collection of New Forest Gypsy folk tales in 
1903, joined the Gypsy Lore Society around 1907, and around 1911 she was 
campaigning for “what today would be called ‘Gypsy Rights’.”51  
 
Becky Taylor writes that the early twentieth century is rightly considered to be a 
crucial period in the history of European Gypsies. Whereas early-modern states had 
relied upon the lingering effects of “intermittent brutality” to control their 
populations, twentieth century governments were empowered by new “technologies 
of rule.” As Taylor writes:  
 
Seemingly low key and sometimes apparently even benign, the expansion of 
the functions of the state created a different world in which rules and by-laws 
seemingly took the place of ‘Gypsy hunts’, the scaffold, and banishment. 
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Regulations covering public health, education, environmental control and the 
use of particular spaces meant that Europe saw the expansion of state action 
in ever-widening areas of people’s everyday lives. Inevitably such regulations 
did not simply affect the settled population, but rather spilled over into, and 
indeed sometimes were directly aimed at, the treatment of Gypsies.52 
 
In Britain, legislative interventions into the lifestyles of the Gypsy population 
displayed tensions in the Home Office between “an expanding desire for regulation,” 
on the one hand, and “a liberal discomfort with active repression,” on the other.53 For 
example, although Gypsy and Traveller children were required, with the introduction 
of compulsory education in 1870, to attend school along with the children of settled 
communities, the Children’s Act of 1908 allowed them to travel for part of the year so 
long as they attended at least 200 days of school.54 A more contentious piece of 
proposed legislation, known as the Moveable Dwellings Bill, was put before in 
Parliament a number of times between the 1880s and the 1930s.55 The Bill, which 
was rooted in the anti-Gypsy writings of George Smith, was the latest development in 
a succession of legislative moves which had throughout the nineteenth century 
incrementally outlawed aspects of Gypsy culture. Rather than singling out the Gypsy 
population explicitly, Taylor points out that these legislations targeted certain 
behaviours which were intrinsic to Gypsy lifestyles. As she explains: 
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for example, in Britain from the eighteenth century, enclosures removed large 
areas of common land, drastically reducing the number of stopping places 
available to Gypsies, with this trend gathering pace through a series of Private 
Acts between 1839 and 1849. On top of this, road improvements often 
narrowed wide roadside verges, removing a common source of grazing, used 
not only by Gypsies but by other wayfarers. Matters were made more difficult 
following the County Police Act of 1839, which … resulted in concerted 
campaigns to remove Gypsy Travellers from the countryside. Similarly, the 
Commons Act of 1899 allowed local authorities to manage commons and pass 
by-laws prohibiting camping or lighting fires; while the Housing of the 
Working Classes act of 1885 allowed sanitary authorities to promote 
‘cleanliness in, and the habitable condition of tents, vans, sheds and similar 
structures.56    
 
These legislations, crucially, allowed for the regulation of Gypsy populations without 
acknowledging Gypsies as a political community by targeting them explicitly. Not 
only did this work to de-legitimise any Gypsy resistance to the new regulations 
imposed upon their lifestyles, but it also allowed the British Home Office to maintain 
their public image, and also their self-image, as a liberal, impartial institution, 
guided by the principle of “equality before the law.”57 The Moveable Dwellings Bills 
failed in this regard. By introducing such measures as the compulsory registration for 
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Gypsy Traveller dwellings, sex-segregated Gypsy sleeping quarters, and the 
empowerment of inspectors to enter any moveable dwelling, they ensured that 
advocates of Gypsy interests—as well as advocates for the impartiality of the Home 
Office—would find firm grounds on which to protest the proposed legislation. 
 
Recalling the discussion, in the previous section of this chapter, concerning the 
inherently political orientation of minoritarian expressions, it is clear that the 
collection of folk music from Gypsy communities and its promotion within the 
revival implicitly undermined nationalist claims that the folk music of England 
represented a cohesive national culture. Around 1911, Gillington was involved in 
debates around the Moveable Dwellings Bill, seeking to “give evidence on behalf of 
the Gypsies,” and organising a petition to the King to communicate their opposition 
to the Bill.58 It is against this background that Gillington’s work as a collector and 
promoter of Gypsy folk music must be understood, if its significant political 
dimensions are to be properly grasped. Between 1907 and 1913, she published eight 
folk music collections and contributed six articles to the Journal of the Gypsy Lore 
Society. Of the collections published by Gillington, two—Songs of the Open Road and 
Old Christmas Carols of the Southern Counties—were described by her as collections 
of Gypsy music. 
 
In her 1908 contribution to the Journal of the Gypsy Lore Society, Gillington told 
the story of a century-long friendship between Gypsy Travellers and a particular 
family, known to the Gypsies as “the Lady Goddards” living near the town of 
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Christchurch.59 As Gillington told it, the Grandfather of the Lady Goddards was a 
doctor who had won the friendship of the Gypsies by allowing himself to be led, 
blindfolded, to the Gypsies’ camp “in the midst of the lonely Forest in the dark 
watches of the night,” in order to treat an ill woman there.60 In April of the same 
year, the Journal had also printed a number of essays explicitly advocating for Gypsy 
rights in light of the impending passage of the Moveable Dwellings Bill. In this issue, 
Arthur Symons railed against supporters of the proposed law, protesting that:  
 
These are people who hate [the Gypsies], and would control them and banish 
them … The lawgivers hate them, the stationery powers hate them, the people 
who wear uniforms and take wages hate them. Those who do not understand 
them, that is to say the main part of the civilised world, hate them.61   
 
David MacRitchie’s ‘The Privileges of Gypsies’ and Walter M. Gallichan’s ‘The State 
versus the Gyspy’ continued Symons’ protest in a similar vein, combatting the 
derogatory views of the Gypsies, which they attributed to law-makers and the 
civilised world in general, with their own romanticised portrayals of Gypsy culture.62 
Within this context, Gillington might be understood as having employed a somewhat 
more subtle tactic in advocating on behalf of Gypsies by promoting the concept of the 
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“Gypsy’s Friend”—a special status that might be earned by members of the “Gorgio” 
(non-Gypsy) community.63 From this point of view, it is telling that the Grandfather 
in Gillington’s story became a Friend to the Gypsies not just by treating the ill 
woman, but by allowing himself to be led to the Gypsy camp wearing a blindfold. In 
doing so, he placed his trust in his Gypsy guide, but he also respected the secrecy of 
their camp’s location in the forest, thereby symbolically acknowledging the 
legitimacy of their way of life. Gillington suggests that her readers might themselves 
heed the moral to her story, as she urged: 
 
So let yourself be led by Gypsy hands, blindfolded though you may chance to 
be by Gorgio misgivings and prejudices, through the Forest by day and night, 
and ‘you shall see what you shall see.’64  
 
In a letter addressed from “The Yellow Caravan, Thornley Hill,” which served as the 
preface to her 1911 collection, Songs of the Open Road, Gillington situated her 
Didakei and Romani sources firmly within the imagined rural landscape of English 
nationalist mythology. She wrote that: 
 
after the day’s labour in the strawberry-field or hop-field is over, you may see 
a gypsy dancing in the hay-field, swinging and swaying and circling, to the 
tune of:- “Bonnets so blue,” or a tauni rakli from the tents among the Green 
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Bushes, the forest hollies, dancing a step-dance in the twilight or the firelight 
to “pop goes the weasel,” or two Romani juvals walking round each other, skirt 
in one hand and tambourine shaken in the other to the prelude of a country 
jig. 
Between the dances, old Didakei ditties are sung and the Romani gili 
chanted.65 
 
The way that Gillington slides terms from the English Romani dialect, such as tauni 
rakli, juvals, and gili, alongside the imagery more typically associated with the 
mainstream of England’s folk revival—blue bonnets, green bushes, and country jigs—
undermines the ideals of English national character which were being articulated and 
popularised through the revival of folk music. It is also interesting to note that, 
although Gillington maintained that “The English gypsies compose these songs 
themselves, on some passing event of the day or hour,” certain tunes in her collection 
appear in the volumes of English folk music assembled by other collectors as well. 
For example, “The Green Bushes” appears in Baring-Gould’s Songs of the West 
(1889-1892), in Frank Kidson’s Traditional Tunes (1891), in Lucy Broadwood and J. 
A. Fuller Maitland’s collection, English County Songs (1893), and in Cecil Sharp’s 
One Hundred English Folksongs (1916). Other tunes that were prominently 
represented in the archives of other collectors included “The Bonny Bushy Broom,” 
“All Around My Hat,” “Green Grow the Laurels,” and “Bonnets So Blue.”  
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For their part, the central figures of the revival were dismissive of Gillington’s work. 
Lucy Broadwood complained of the lack of comparative research in Gillington’s work 
as a collector, describing her methods as “very unscholarly.”66 Broadwood’s 
correspondence with Robert Andrew Scott Macfie, secretary to the Gypsy Lore 
Society, displays a shared concern that the legitimacy of her work was compromised 
by commercial interests. Broadwood wrote that “I fear that if she is paid to “turn out” 
song & game-books she will be tempted never to search or compare.”67 Scott Macfie 
told Broadwood that he had “tried to impress upon Miss Gillington the necessity of 
comparative work.” He also suggested that:  
 
her attitude is altogether wrong—it may be due to the fact that collecting and 
publishing is a business for which she is paid. I should like … to see her 
become a collaborator, or at any rate, a fellow worker in a common cause: the 
idea at present in her head is something like suspicious rivalry.68 
 
Yates and Roud argue that the characterisation of Gillington as an uncooperative 
“loner” motivated purely by profit may not have been entirely justified. They point 
out that, unlike Broadwood and many other well-to-do members of the FSS, 
Gillington “had to earn her living,” and that “it is strange that she should be singled 
out for earning money from her collecting work when certain members of the Folk-
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Song Society were doing exactly the same.”69 Gillington sent some of her collected 
material to Broadwood, hoping to have it published in the Journal of the Folk-Song 
Society, without success.70 Despite this, her work does not seem to have passed 
entirely without impact upon the revival, as she is listed as the author of certain 
volumes for which the Folk-Song Society thanked Mr. Phillip Barry for donating in 
1909-10.71  
 
Despite adopting a nomadic lifestyle and campaigning for ‘Gypsy rights’, Gillington 
maintained links to settled, urban, respectable society by publishing her collections 
of Gypsy music, and by corresponding with eminent members of the Folk-Song 
Society, such as Broadwood, and the Gypsy Lore Society, such as Scott Macfie. 
Furthermore, Yates and Roud point out that her dealings with the sources of her 
Gypsy music might be regarded as somewhat duplicitous. She confessed in a letter to 
Revd. H. H. Malleson in 1915 that “I never want my Komalesti’s to know I write 
about them.”72 Yates and Roud speculate as to the possible reasons for Gillington’s 
anxiety: 
 
Did Gillington feel that the Gypsies would not sing to her if they knew that 
their songs were to be published? Would they have refused to teach her Anglo-
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Romani—a secret language, used by Travellers to converse among themselves, 
immune to eavesdropping by the police and other figures of authority—had 
they believed that she would pass it on to the Gorgio population? … Did she 
fear that she would lose contact with the Gypsies if they came to feel that she 
was exploiting their relationship? 
 
Whatever the source of her fear that she would be found-out by her fellow nomads as 
an authority on their musical culture, Gillington’s reluctance to disclose her authorial 
activities reveals that she continued to understand herself as something in between 
Gorgio and Gypsy; she had one foot in each camp, so to speak, without really 
belonging in either. Yet, as Yates and Roud point out, “[s]he was fascinated by 
[Gypsy] history, language, and culture … she became almost more of a Gypsy than 
the Gypsies themselves.”  
 
In Deleuzian terms, Gillington was becoming-Gypsy. Deleuze and Guattari’s concept 
of becoming entails subtleties and nuances which have important implications for 
understanding what was happening between Gillington, the Gypsies, and settled, 
middle-class, Edwardian England. Becoming-Gypsy does not mean that Gillington 
was merely imitating the Gypsies, or even that she was simply identifying with them. 
As Deleuze and Guattari explain: 
 
A becoming is not a correspondence between relations. But neither is it a 
resemblance, and imitation, or, at the limit, an identification. … Becoming 
produces nothing other than itself. We fall into a false alternative if we say 
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that you either imitate or you are. What is real is the becoming itself, the block 
of becoming, not the supposedly fixed terms through which that which 
becomes passes. … This is the point to clarify: that a becoming lacks a subject 
distinct from itself; but also that it has no term, since its term in turn exists 
only as taken up in another becoming of which it is the subject, and which 
coexists, forms a block, with the first. … Becoming is a verb with a consistency 
all its own; it does not reduce to, or lead back to, “appearing,” “being,” 
“equalling,” or “producing.”73  
 
In arguing that Gillington embarked upon a becoming-Gypsy, then, I am suggesting 
that her affection for, and affirmation of, Gypsy culture provided the impetus for a 
becoming that was absolutely singular to herself. Thus, to refer back to the 
conundrum left open by Yates and Roud, she was both not “really” a Gypsy and, at 
the same time, “more of a Gypsy than the Gypsies themselves.”74 She had departed 
from her conventional, middle-class roots and, by affirming her affective connections 
with Gypsy culture, opened up a space somewhere in-between Edwardian middle-
class liberalism and the Anglo-Romani lifestyle on the fringes of English society. 
Gillington’s published work—both literary and musical—ought to be interpreted as 
an expression of this becoming-Gypsy. It was not an ‘authentic’ representation of 
Gypsy identity so much as a view of all-things-Gypsy through the eyes of one so 
enamoured with their history, language, music, and culture that she had become 
something other-than-herself by means of her connection to them. Gillington’s role 
in the English folk revival, then, is hardly one of locating an English national identity. 
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On the contrary, in the folk music of the English Gypsies, Gillington discovered the 
possibility of becoming something other than strictly English.   
 
Gillington’s becoming-gypsy also intersects with the Deleuze-Guattarian concept of 
the minoritarian when it is considered that she was working at a crucial moment in 
the historical development of Anglo-Romani political consciousness, and in the 
negotiation of relations between Anglo-Romani people and the settled population of 
England. Just as the affirmation of Celtic ideals by revivalists like Baring-Gould and 
Gill was inseparable from the articulation of a political position on Irish Home Rule, 
so too was Gillington’s fascination with Gypsy music and culture inseparable from an 
affirmation of the legitimacy of their way of life within the geographical and cultural 
territory of England. In the introduction to Songs of the Open Road, she positions 
the Gypsies and their music deep within the historical and cultural imagination of 
mainstream England, asserting that: 
 
Some of [the songs and tunes] date from Elizabethan days … they were danced 
and sung in green Mayens at Whitsuntide, at the Merry and Cherry fairs, in 
farm-house kitchens at Christmas and in Public House Long Rooms, on Quay 
Inn, and on Ferry Hard. 
 The Gypsy Lees were the chief musicians in the old days. Noah Lee and 
his three brothers, George, Jim and Sacki, played all round the country, at the 
corners of cross roads, up at “the big houses of the high ones,” as the gypsies 
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say, and from one inn to another, with their fiddles, triangles, drums and 
tambourines.75 
 
By suggesting that the music of the Gypsies embodied a heritage that spanned social 
strata, reached all the way back to the Elizabethan era, and was interwoven with 
iconic aspects of historic English cultural life, Gillington may be interpreted as 
claiming a central place for Gypsies in the production of English traditional music 
and culture. From this point of view, legislation such as the Moveable Dwellings Bill, 
and the people who supported it, would represent an effort not simply to regulate a 
minority who were seen to be at odds with the mainstream, settled population of 
England, but rather to place debilitating restrictions upon a sector of society that was 
instrumental to the vitality of English traditional culture itself.  
 
However, it is equally apparent that Gillington’s writing emphasises and celebrates 
the cultural distance between the Gypsies and the Gorgio population. A nationalist 
interpretation, as I discussed in the previous chapter, would understand folk music 
as having evolved within a single community, according to the principles of 
continuity, variation, and selection, such that it would eventually come to embody 
the collective identity of that community. By contrast, Gillington appears to implicate 
the cultural difference between the itinerant Gypsies and the settled populations of 
England as a vital component in the production of folk music. The music would, 
therefore, not be indicative of England’s cultural identity, but would exist, at least in 
part, as testament to the productivity of the country’s internal cultural differences. In 
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Deleuzian terms, the Gypsy and the Gorgio populations might be said to have formed 
a “block of becoming,” a symbiosis between the two distinct cultural groups that 
swept both up in a mode of change of an entirely different nature to linear evolution 
via filiation and descent. (Recalling the discussion of Sharp’s theory of folk music 
from the previous chapter, linear descent was taken to be the mode of folk music’s 
evolution and the source of its capacity to represent national characteristics). 
Gillington’s becoming-Gypsy thus draws attention to a more vast and profound 
becoming between the settled English community and the Anglo-Romani Travellers. 
It is as though Gillington were urging the mainstream, settled population of England 
to recognise that, although distinct, their culture and that of the Gypsies were 
inextricably entangled and mutually productive, such that the repression of one 
would be destined to manifest as the stagnation of the other. 
 
Music of the Waters 
 
The inclusion of sea songs and chanties in the category of folk music may seem 
dubious, since the folk revival is often understood by historians as a movement to 
collect and preserve the music of England’s rural peasantry. However, the exponents 
of the music of the waters around the turn of the twentieth century understood their 
efforts as part of the broader folk revival, and sea songs and chanties appeared in the 
pages of the Journal of the Folk-Song Society, were collected from living sources and 
published in dedicated volumes, just as other folk songs were, and were appropriated 
by art music composers, just like the other material that was popularised by 
revivalists. Frank Bullen explicitly aligned his work compiling sea songs and chanties 
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with the broader aims of the folk revival in the preface to Songs of Sea Labour 
(1914), pointing out that:  
 
previous [sea chanty collections] were “composed” and “arranged” from 
indistinct memories of the original melodies by the musicians whose names 
were attached to them. … this I am told is in direct contravention of the 
present movement for preserving original natural music, such as all genuine 
sea-chanties are. For such a book to have any real value its melodies must be 
faithfully taken down from the lips of one accustomed to sing them, one with a 
good memory, a good ear, but no academic musical training whatever. For a 
musician to undertake such a task, was for him to sink all his prejudices, 
resolutely put aside all his musical conventions and become, as far as the 
melodies were concerned, a mere recorder of what was sung to him.76  
 
The inclusion of sea songs and chanties in the category of ‘folk music’ makes for an 
interesting addition to the discussion of minor musics in the English folk revival, 
since they were necessarily the products of cultures undergoing processes of 
globalisation. Sea songs and chanties emerged from the deterritorialization of 
national boundaries and are thus rather difficult to interpret as expressing the 
identities supposedly demarcated by them. Laura Alexandrine Smith stated the case 
eloquently in the introduction to her 1888 collection, Music of the Waters, writing 
that: 
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As the ship is originally wrought from the live oak-forests of Florida, and the 
pine mountains of Norway, the iron-mines of England, the hemp and flax 
fields of Russia, so the songs current upon her decks are the composite gifts of 
all sea-loving peoples.77 
 
W. F. Arnold and Frank Bullen went further in their 1914 collection, Songs of Sea 
Labour, suggesting that the call and response techniques and the “raggy,” 
syncopated feeling to be found in many sea chanties signified the African roots of the 
sea chanty form.78 Bullen informed his readers that many of the chanties he 
encountered at sea were “picked up” around “the West-Indies and the Southern 
States of America.”79  
 
Sea chanties also make interesting examples for discussion in the context of the folk 
revival because they undermine the majoritarian distinction between the English and 
the ‘foreign’. Instead of contrasting English music with, for example, Irish or French 
music, collectors of sea music such as Laura Alexadrine Smith, R. M. Ballantyne, W. 
F. Arnold, and Frank Bullen compared “the music of the waters” with “the music of 
the land.” Rather than romanticising the English peasant, as many other revivalists 
had done, collectors of sea chanties painted romantic, idealised images of sailors and 
travellers: “those,” as Ballantyne put it, “who have wandered much over our little 
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globe … and seen something of the wonderful works of God in the deep.”80 The music 
of England’s seafarers may not have obviously resonated with a burning political 
issue of the late Victorian/Edwardian era, as the previous two examples did. 
However, it may still be regarded as minoritarian, since it expresses the possibility of 
another political consciousness and another social sensibility, overlapping with the 
territory of majoritarian Englishness, yet remaining outside of it at the same time, 
and operating according to its own distinctive logic.81   
 
Alexandrine Smith argued that the peculiar characteristics of sea chanties had 
emerged in relation to the specific kinds of work that sailors carried out on board a 
ship. This, in her view, rendered their full meanings and significances somewhat 
inaccessible to people of the land: 
 
In almost all nations we find that each individual trade and occupation has its 
own particular songs … so, naturally, maritime countries have many kinds of 
sailors’ songs, each port often being responsible for some particular chanty. 
Many of these seem lacking in meaning, but to us of the shore only. Depend 
upon it something commends them to the tar’s notice. They must contain 
good mouth-filling words, with the vowels in the right places, and the 
rhythmic ictus at proper distance for chest and hand to keep true time.82   
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A similar idea is also given by R. M. Ballantyne in his ‘Introductory Note’ to the same 
volume: 
 
Doubtless to some minds a good deal of the versification may appear absurd, 
but it must be borne in mind that, in lyrical poetry, a strict regard for sense is 
not of so much importance as the rhythmical flow of united words and 
melody—especially in the songs of the sea, where the union of the syllables 
with sounds must be well suited to the “work” which they are meant to enliven 
and facilitate. Besides, is not the odd jumble of ideas and phrases, pathetic 
and ludicrous, presented in some of the chanties, in keeping with the well-
known rough-and-tumble character of the men who sing them?83  
 
Frank Bullen, who had sailed on ships “in many varying trades” between 1869 and 
1880, suggested that the lyrical contents of sea chanties were not fixed. The 
improvisatory elements they contained, according to Bullen, were intrinsically 
connected to the personal and collective expression of the sailors on any given ship. 
The improvisations would have been sung by a single ‘chantyman’ with the aim of 
eliciting approval from the crew as a whole. As Bullen wrote in his introduction to 
Songs of Sea Labour (1914): 
 
The stubborn fact is that [sea chanties] had no set words beyond a starting 
verse or two and the fixed phrases of the chorus, which were very often not 
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words at all. For all Chanties were impromptu as far as the words were 
concerned. Many a Chantyman was prized in spite of his poor voice because of 
his improvisations. Poor doggerel they were mostly and often very lewd and 
filthy, but they gave the knowing and appreciative shipmates, who roared the 
refrain, much opportunity for laughter.  
 Because of this I maintain that a Chanty which is “composed” to-day by 
a literary man is an anomaly.84 
 
The role of linguistic difference in affirming the ‘music of the water’ and the cultural 
territory of the sailor as distinct from the ‘music of the land’ and the majoritarian 
identity of Englishness is crucial in signalling sea chanties as a minor music within 
the folk revival. Bullen described the improvised lyrical contents of sea chanties as 
“poor doggerel … lewd and filthy,” and combined this observation with the assertion 
that such features set the genuine music of the water apart from any “Chanty which is 
“composed” to-day by a literary man.”85 For the cultural nationalists within the folk 
revival, folk music represented a pure, unselfconsciously ennobled form of musical 
expression. As Parry remarked in his inaugural address to the Folk-Song Society, a 
“love and well-thinking of our fellow creatures must come to those who study folk 
music; for one of the strangest things about it is that there is nothing in it common or 
unclean.”86 Sharp, for his part, regarded lyrical aberrations within folk songs as 
resulting from “the doggerel broadside-versions of the songs that have been 
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disseminated throughout the country for the past several centuries; lapse of memory; 
corruptions arising from the inability of the singer to understand words and phrases 
which have come to him from other parts of the country”—causes, in other words, 
that could be excluded from the category of pure, uninterrupted oral tradition.87 In 
the introduction to English Folk-Song: Some Conclusions, he referred to folk music 
as a “purifying and refining influence,” which would be of great moral benefit to all 
classes of society.88 The “poor doggerel … lewd and filthy” that Bullen describes as 
characteristic of sea chanties might thus be regarded as a kind of minor language, 
used by sailors to articulate and defend their own cultural territory, distinct from that 
of the ‘landsman’, and particularly from that of well-mannered, ‘literary’ society. To 
recall the terms used in the previous chapter, this might be regarded as a molecular 
investment by sailors in a cultural territory of their own, one which both co-existed 
with the molar territory of English nationalism while simultaneously escaping its 
totalising operations. While the molar, majoritarian territory of English nationalism 
involved the image of England as a maritime nation, the sailors’ molecular and 
minoritarian construction of their own cultural territory precluded mainstream 
investments by using a deterritorialized language that was either unintelligible or 
morally unacceptable to mainstream English society. The improvisatory character of 
‘genuine’ sea chanties might be interpreted as a mechanism for escaping potential 
reterritorializations of the sailors’ minor music according to the logic of the molar 
line. The spontaneous invention of lewd and filthy doggerel would hardly have been a 
fitting pastime for either the “literary man” or the unselfconsciously noble peasant of 
nationalist imagination.  
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Sharp treated the topic of sea songs and chanties curiously, if somewhat briefly, in 
English Folk-Song: Some Conclusions. He wrote that: 
 
[the chanty] is, of course, a genuine sailor song, the direct outcome of the 
peculiar conditions appertaining to life on board ship. The chanty is sung by 
sailors only when they are actually engaged upon their work … But, on 
ordinary occasions, that is when he is singing for amusement, the sailor sings 
precisely the same songs as the country people, except that he shows a 
partiality for those ballads in which the hero is a sailor, or in which the scene 
of the adventure is laid at sea. It is such ditties as these which are ordinarily 
known as “sea songs”; but they are sung just as frequently by the country folk, 
who have never seen the sea, as by those who have spent the greater part of 
their lives upon it.89   
 
In this passage, Sharp, whether it was his explicit intention or not, seems to 
articulate a kind of reterritorialization of the sailor from the majoritarian position of 
English national identity. By distinguishing between the songs that sailors used for 
work and those which they sang purely for their own amusement, and insisting that 
the latter consisted of more or less the same repertoire as that which was sung by 
“country folk,” Sharp both draws sailors into the ‘community’ whom he regarded as 
responsible for the evolution of folk music and excludes the sea chanty, with its 
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deterritorialized, ignoble language, and its cosmopolitan musical influences, from the 
category of ‘genuine’ folk music. He made this exclusion more explicit in his 
introduction to a 1916 collection of English folk songs, writing that “it has been found 
necessary to limit the selection to folk-songs proper, and to exclude carols, sea-
chanteys, children’s games, nursery songs, etc.”90  A minor music, to paraphrase 
Colebrook, would be one that “disrupts and dislocates” the majoritarian tradition 
within which it emerged.91 For Sharp and other exponents of cultural nationalism 
within the revival, the exclusion of such a music, or the negation of its subversive 
potential, would surely have been a necessary step towards the advancement of 
English folk music as the natural expression of a majoritarian national 
consciousness. 
 
Conclusion 
  
The previous chapter articulated the conceptual territory of English nationalism as it 
was constructed during the revival and analysed the molar line which has 
circumscribed the territoriality of traditional music throughout the twentieth 
century. In this chapter, I have examined three distinct ways in which minor musics 
emerged during the revival, coexisting and overlapping with the musical and cultural 
territory that was constructed as the expression of English national consciousness. A 
minor music emerges within a majoritarian context, in relation to which it 
constitutes a potentially deterritorializing force. Deleuze and Guattari summarise 
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that “The three characteristics of minor literature are the deterritorialization of 
language, the connection of the individual to a political immediacy, and the collective 
assemblage of enunciation.”92 Each of the musics that I have examined in this 
chapter resonates with these characteristics. Latching onto the revaluation of the 
Celtic and Teutonic racial stereotypes that had been performed by exponents of the 
Celtic Twilight movement, revivalists like Baring-Gould and Gill articulated the 
cultural significance of their work in terms of Celtic ideals. In the context of late-
Victorian imperial orthodoxy, these interpretations of England’s folk music provided 
an escape from the image of English identity as defined by pragmatism, materialism, 
empiricism, and bureaucracy. Instead, the cultural significance of these folk music 
collections was to open the image of Englishness up to the world of Celtic 
imagination, tinged with romance and mysticism. Thus, the symbolic language of 
English national identity was deterritorialized. Additionally, each individual 
articulation of this perspective on England’s folk music connected to the immediate 
political context of Irish home rule, which divided political opinion in England in the 
late nineteenth and early twentieth centuries. Finally, because of the inherently 
political nature of valuing England’s folk music according to Celtic ideals, and 
because Celtic and Teutonic racial stereotypes had been mobilised throughout the 
history of England’s colonial domination of the British Isles, the nature of these 
expressions concerning England’s folk music was collective, rather than subjective. 
Revivalists like Baring-Gould and Gill, when they invoked Celtic ideals, were not 
advancing original, individual sentiments so much as connecting themselves to a 
constellation of ideas and expressions that were already circulating in a collective 
assemblage of enunciation. Alice Gillington similarly performed a deterritorialization 
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of the symbolic language of English nationalism by interspersing it with the dialect 
and the cultural ideals of English Gypsies. Her work also connected to an immediate 
political context, in which the lifestyle of the Gypsies was gradually being outlawed 
by acts of legislation like the Moveable Dwellings Bill. Gillington was swept up in a 
becoming-Gypsy, which itself referenced a larger movement of becoming involving 
the traditional cultures of both the English Gypsies and the English settled, or 
Gorgio, population. She can thus be regarded as part of a collective assemblage of 
enunciation, in the sense that her work as a writer and folk music collector gave 
expression to the historical reality and the future possibility of these becomings. 
When it comes to sea songs and chanties, the deterritorialization of language was 
both literal, in the sense that these songs employed terminologies that would have 
been unintelligible to people outside the world of maritime work, and moral, in the 
sense that they celebrated lewd themes and doggerel language that set them apart 
from polite society and the idealised image of the noble peasant. Compared to the 
examples of Celticism and Gypsy music, the immediate political context of sea songs 
and chanties is less obvious, but it exists nonetheless, and carries important 
deterritorializing implications for the concept of English national identity as it was 
constructed during the revival. The late-Victorian and Edwardian eras were the high-
water mark of British imperialism, yet they also spanned a period marked by the 
ascendency of parochial English nationalism. The English musical renaissance 
movement was concerned with the expression of an identity grounded in national, 
historical, and racial ideals, rather than the global, technological, and economic 
ideals that had underpinned the production of the British Empire. Its use of folk 
music as a symbolic resource would therefore have been troubled by the inclusion of 
songs, such as sea chanties, which were wrought from the cosmopolitan musical and 
cultural influences absorbed by British sailors. Sharp’s theory of folk music, which 
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was created with the explicit intention of facilitating the use of England’s folk music 
as a symbolic resource for the construction of a national style of art music, excluded 
sea chanties from the category of “folk-songs proper.”93 At the same time, by 
asserting that sailors sang sea chanties only for the purposes of lightening their work, 
and relied upon the same repertoire as country people for the spontaneous 
expression of their own sentiments, he ensured that England’s national image would 
include its maritime workers, while partitioning off the myriad foreign influences 
that would have been part of their everyday experience. The political immediacy to 
which sea chanties connected was, therefore, the contradictory nature of England as 
both a nation and a global empire. They constituted musical evidence that England’s 
people had not traversed the planet without being changed by it. In this sense, 
England’s ‘music of the waters’ connects with a collective assemblage of enunciation, 
the partial significance of which is the introduction into English traditional music of 
cosmopolitan elements—deterritorialized fragments of the cultures that England’s 
sailors had encountered in the pursuit of British colonial ambitions.   
 
In their own ways, the Celticist interpretation of England’s folk music, Gypsy music, 
and the music of the waters each induced molecular becomings within the 
assemblage of the folk revival, implicitly destabilising the hegemony of the 
nationalist interpretation of English folk music. Of course, as the previous chapter 
illustrated, the nationalist theory of English folk music did indeed become the 
dominant element in the territoriality of the revival, and eventually came to exert a 
profound influence on the concept of traditional music throughout the world in the 
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twentieth century. However, the minor musics that I have examined in this chapter 
ought to be significant in thinking about traditional music, since they demonstrate 
that the nationalist interpretation of England’s folk music was not an inevitable or 
uncontested outcome of the revival. They therefore speak to the possibility of 
alternative concepts of traditional music in our own time, or for a time that is not-
yet. They reveal that traditional music is not bound to the molar line (traditional 
music = continuity, variation, and selection = musical expression of exclusionary 
collective identity) out of necessity, but rather that this image of traditional music 
predominates today because it has been actively affirmed in innumerable molecular 
investments of desire.  
 
It might be objected that, although they constitute minor musics, exercising a 
deterritorializing function in relation to the molar line and the majoritarian image of 
English national identity, all three of these examples still retain the principle of 
identity as a key component of their assemblages. However, recalling my 
introductory discussion of the concepts of the minoritarian and the majoritarian in 
Chapter 2, it must be remembered that the dynamic of minoritarian 
deterritorialization may play out whenever a majoritarian identity is established at 
any level. Doubtless, Celticism, Gypsy music, and the music of the waters might be 
conceived as majoritarian territories in their own rights, but within these territories 
it is equally certain that minoritarian elements could emerge. In Chapter 2, I likened 
the action of the minoritarian upon the principle of identity to an infinites regress. It 
might also be described, to borrow Deleuze and Guattari’s terms, as a becoming-
other, then a becoming-molecular, and eventually a becoming-imperceptible. The 
minoritarian does not replace a majoritarian identity with multiple alternative 
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identities, but rather passes through these ‘other’ terms on a line of flight that it 
draws away from the principle of identity itself. The next chapter will follow this line 
of flight away from the zone of collective cultural identities, and into the zone of 
individual subjectivity and its relationship with traditional music. Here, too, the 
principle of identity is shown to be inadequate for grasping the deterritorializing 
force that music introduces into an individual’s subjective milieu.  
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Chapter 5: Fold Music: Affect, Subjectivation, and the 
Production of Ethico-Aesthetic Positions for Frank 
Kidson and Lucy Broadwood 
 
This chapter shifts the focus away from the folk revival’s significance in terms of 
cultural and political communities, to consider the way that folk music acted in 
relation to the subjectivity of specific individuals. To establish an alternative to the 
principle of identity in understanding and valuing traditional music’s relationship 
with individual people, I will draw upon the Deleuzian concepts of the fold, intensity, 
affect, and subjectivation. In fact, the term ‘individual’ is not really appropriate in 
this discussion, since, as Jonathan Roffe points out, Deleuzian thinking is oriented 
precisely towards the dividual nature of subjectivity.1 The formation of subjectivity is 
never complete, but is “always being made and remade,” through de-individualising 
encounters that open up the possibility for new ways of thinking and feeling to 
emerge.2 Roffe suggests that this double movement—the deterritorialization of the 
inside alongside the emergence of new possibilities for its relation to the outside—
might simply be called “becoming.”3 However, I find it helpful to distinguish this 
particular mode of becoming from Deleuze’s more general position that becoming is 
the basic ontological condition of all entities, and therefore use the term 
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“subjectivation,” which Deleuze introduced in Foucault.4 I will also continue to use 
the less-than-perfect term “individual” in this chapter, to distinguish the particular 
deterritorialization of identity that I am concerned with here from the 
deterritorialization of communal identity that I developed in the last chapter. 
 
I will explore the role of traditional music in the subjectivations of two key figures in 
England’s folk revival of the early twentieth century—Frank Kidson and Lucy 
Broadwood. Both Kidson and Broadwood were central in the early decades of the 
revival movement. They each compiled and published influential collections of folk 
music in the early 1890s and became founding members of the FSS in 1898. The 
various issues of the Journal of the Folk-Song Society in the late-1890s, the 1900s 
and the 1910s were inestimably enriched by their contributions in the form of songs, 
articles, and comments. It must be acknowledged, from the outset, that both 
Kidson’s and Broadwood’s ideas regarding folk music were tinged with the national 
sentiments that were prevalent in late-Victorian and Edwardian England. For 
example, when Broadwood presented her reflections on her career as a folk music 
collector to the Musical Association in 1905, she framed many of her insights in 
terms of the characteristics of “The pure English folk-tune.”5 Along similar lines, 
Kidson told a 1908 conference of the Musical Association that “Our national English 
tunes are the outcome of spontaneous musical feeling and the growth from English, 
or at any rate British, minds.”6 However, when we examine the ways that folk music 
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became folded into the lives of these two collectors, it is apparent that the molar 
concept of nationalism lacks purchase. Doubtless, the concept of national identity 
would have framed many of Kidson and Broadwood’s ideas around folk music, since 
it was prominent in English musical thought at the time—but it does not necessarily 
follow that this concept is an adequate explanation for what took place at the level of 
sensory experience. At this level, we find musical intensities and affects, and only 
afterwards the subjectivations that they are instrumental in producing. Instead of a 
representational relationship between the identity of a people, or a person, and its 
expression in the form of music, we find that music is a folding medium, a force with 
the power to carry that which is external to a subject into its interiority, sweeping up 
the subject in a movement towards the virtual and what it is not-yet. 
 
I will begin to explore the role of folk music in Kidson and Broadwood’s respective 
subjectivations, firstly, by analysing the mature ethico-aesthetic positions on folk 
music that were articulated by each of them in presentations given before the 
Musical Association in the early twentieth century. The concept of ethico-aesthetics 
is not drawn directly from the work of Deleuze, but from what Anna Hickey-Moody 
and Peta Malins describe as a “contemporary movement in socio-political thought” 
which has developed in connection with Deleuzian concepts, and has extended his 
philosophical project into new areas.7 For Hickey-Moody and Malins, the notion of 
ethico-aesthetics begins with the Deleuzian idea that “who we are and what we are 
capable of is directly related to bodily sensations.”8 For this reason, affect—“that 
which is felt before it is thought”—is a central concept for understanding the ethical 
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relationships that arise between individuals and their social milieus.9 For my 
purposes in this chapter, an ethico-aesthetic position might be defined as a 
distinctive assemblage of principles informing the appreciation of music that is 
inseparable from certain explicit or implicit social, cultural, or political investments. 
Frank Kidson’s mature ethico-aesthetic position was outlined in a presentation given 
on the 17th of March, 1908, called “The Vitality of Melody.” Lucy Broadwood 
presented her ethico-aesthetic position on folk music in a paper called “On the 
Collecting of English Folk Music” on the 14th of March 1905. A typical reading of 
these documents as historical source material would treat them as enunciations by 
subjects upon the object of folk music. I aim to upset this clear distinction between 
the agential subject and the passive object, taking the Deleuzian concepts of the fold, 
affect, and subjectivation as tools for thinking differently about this kind of material. 
The ethico-aesthetic positions developed by Kidson and Broadwood emerged out of 
their affective encounters with folk music. These encounters were sites of 
convergence for musical intensities, textual meanings, and a range of environmental 
and personal milieu components—a complex and volatile mixture of forces that 
fuelled both immediate affective responses and long-term processes of 
subjectivation. In order to investigate Kidson and Broadwood’s mature ethico-
aesthetic positions as products of affect and subjectivation, I compare my analysis of 
their presentations to their earlier work as folk music collectors in the 1890s, taking 
into account the circumstances surrounding their initial encounters with folk music 
and the composition of their unique affective dispositions.10 In this way, I hope to 
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show that there were processes of folding—a becoming-inside of the outside—at 
work, from the initial affective encounters all the way through to the enunciation of 
ethico-aesthetic positions. I conclude by arguing that this phenomenon forces a 
reappraisal of identity as the pivotal concept in our thinking about the relationship 
between individuals and traditional music. If we perceive representations of 
ourselves in traditional music, it is because we have post-rationalised an affective 
process that operates prior to, and beneath the level of, cognition. We do not 
encounter identity—something the same as, or representative of, ourselves—when we 
encounter traditional music. On the contrary, we encounter a deterritorializing force, 
which intensifies our pre-existing, sub-individual composition, and opens the 
possibility of our becoming something other than what we initially were. 
 
Frank Kidson: The Vitality of Melody 
 
Kidson’s mature ethico-aesthetic position on folk music was elaborated in a 1908 
paper, given before the Musical Association, in which he expounded a concept that 
he called “The Vitality of Melody.”11 Kidson outlined a somewhat ineffable quality 
possessed by certain tunes, which he called their “vitality,” which might serve as a 
principle for their evaluation. He introduced this idea by noting the way that the 
appreciation of melody in educated musical circles had become “obscured by the 
delight in triumphs of technical construction where the skilful harmonisation of 
separate parts is more a feature of composition.”12 This fascination with harmony, he 
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argued, had led to the common attitude that “anything tuney may be set down as 
cheap.”13 For Kidson, however, it was only tunes of poor quality that were indeed 
“cheap and nasty.”14 Good tunes, by contrast—those which possessed ‘vitality’—
existed purely because of their outstanding melodic value, which ensured their broad 
and lasting appeal.15 As he put it, there existed certain tunes “which appear to belong 
to no assignable time period, and seem to be for all time.”16 He called such tunes 
“vital melodies,” and maintained that: 
 
Some of these go to sleep for fifty or sixty years, or even a century, but they, 
like musical Rip van Winkles or Sleeping Beauties, are roused from slumber 
and take their place in the rank of modern music. Strange as it may appear, 
the man in the street accepts them quite readily and never notices that there is 
anything different from the rest of their fellows.17 
 
He defined the vitality of melody as the capacity of certain tunes to appeal to a wide 
audience of listeners across multiple musical eras. As he told the Musical 
Association: 
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Personally I believe in the popular verdict, where we can get that verdict into 
true focus. This focussing can only be done by at least two generations of 
people, and if a favourable verdict is returned by them, then I think we may 
accept as true art that which has won their approval. Therefore I rank as high-
class melody that which has appealed to the masses of previous ages as well as 
to our own.18 
 
Kidson indicated quite early in the presentation that he regarded folk music as 
exemplifying the vitality of melody, but he also noted that the art music of England’s 
distant past was another source of “fine melody.”19 
 
Although Kidson’s concept of the vitality of melody was not expounded solely 
through a discussion of folk tunes, it seems to have been inherently oriented towards 
facilitating their appreciation, in particular, among all other forms of music. He 
argued that melody should not be subordinated to harmony, as it was more often 
than not in the ‘educated’ music of Western Europe at the time. In fact, he even 
accorded melody priority over harmony, suggesting that melody was in many cases 
the unfortunate partner in its union with harmony.20 Kidson also seems to have 
understood melody as something of a ‘leveller’ among musicians of disparate classes 
and levels of education. This is evidenced in his suggestion that, on the one hand, 
“there are a vast number of people musical enough to appreciate good tunes to whom 
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19 "The Vitality of Melody," 82. 
20 "The Vitality of Melody," 81. 
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harmony is a closed book,” while, on the other hand, that many melodies “have 
suffered at the hands of modern musicians, who have had no more sympathy or 
feeling with the object of their attack than has a butcher with the calf he kills.”21 With 
these words, Kidson seems to have been proclaiming that real musical sophistication 
was the result of an innate sensitivity to the vitality of melody, and was neither 
guaranteed nor monopolised by formal musical education. By attaching the notion of 
melodic value to the concept of ‘vitality’—which he defined as the capacity for a tune 
to appeal equally to listeners of multiple musical eras—Kidson essentially created a 
category that would by definition consist largely of folk tunes. He excluded antique 
works by known composers from the category of ‘vital melody’ by stating that “Types 
of melody may occur in certain definite periods, but these types are generally the 
known works of recognised musicians whose education and feeling are entirely of the 
age in which they composed.”22 Kidson illustrated this point by suggesting that: 
 
Such tunes are those by Shield, Hook, Dibdin, Bishop, etc., prior to which may 
be named as of a different cycle, melodies by Arne, Worgan, Boyce and 
Greene. While these tunes have been popular in their own, and sometimes in a 
later day, yet there are others which appear to belong to no assignable period, 
and seem to be for all time. Such I call vital Melodies.23   
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While belonging to the deep and distant past, folk melodies, for Kidson, held a 
timeless kind of appeal that could not belong to more ‘cultivated’ classes of music. As 
he put it: 
 
It would be as unreasonable to expect the musician to hark back to a primitive 
treatment of harmony, as to expect our authors to adopt the antiquated and 
limited phraseology of Chaucer’s time, but in regards to melody it seems to be 
that we cannot go farther back and fare worse, and many of our earliest tunes 
would appeal to-day equally as they did several hundred years ago.24    
 
Even though Kidson is often described as an antiquarian, then, he clearly regarded 
folk music to be a living, contemporary body of music, rather than merely a relic of 
the past. However, there was a fundamental element of imaginative historicism 
within Kidson’s appreciation of folk music, which will come into focus as this analysis 
develops.  
   
In order to illustrate his concept of melodic vitality, Kidson enlisted the help of 
violinist Dorothy Fletcher, whose first contribution to the presentation was to 
perform two contrasting versions of the tune “Boyne Water.”25 Kidson argued for the 
vitality of melody not merely as a principal for aesthetic evaluation, but also as a 
political force in its own right, asserting that “a good tune may carry to success a bad 
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cause.”26 In this context, he introduced “Boyne Water” as a “beautiful and pathetic” 
air, which had developed over time, in connection with the strife between Catholics 
and Protestants in Northern Ireland, as well as in parts of England, into a “wild rant 
which inspires and infuriates respectively an “Orange” and a “Green” crowd!”27 
Fletcher performed an early version of “Boyne Water,” which bore the expressive 
instruction “Slow and plaintive,” before presenting a modern variation, with the 
contrasting instruction “Brisk” (see figures 5.1 and 5.2, below).28 The two variations 
were distinguished by much more than an expressive style. The early version is 
written in a minor mode centred on F#, with an omitted sixth scale degree creating 
ambiguity around the tune’s modality (neither wholly Dorian nor Aeolian). The 
modern version possesses a clear Dorian modality centred on D. The tonal centre 
exerts a stronger pull in the modern version; its tune possesses a simple AABA 
phrase structure, with the A phrases landing on the tonic, and the B phrase landing 
on the subtonic. By contrast, the early version is characterised by a more ambiguous 
tonality. Although there is a similar contrast between tonic and subtonic cadences in 
the first section, the tonic cadences fall away to the dominant before passing back 
through the tonic on the anacruses, rather than resting on the tonic, as they do in the 
modern variation. The higher register of the second section, and the more lilting, 
dotted rhythms used throughout the tune (but particularly in the second section) also 
serve to distinguish the early tune from the modern one. Although there is still a 
clear sense of ‘home’ in the early version, the melody seems to pass through it only 
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momentarily, over and over, on its varied journeys, rather than remaining tethered 
to home as it does in the modern version.    
Figure 5.1: 
“Boyne Water” (early version) as printed in “The Vitality of Melody,” p.83.  
Figure 5.2: “Boyne 
Water” (late version) as printed in “The Vitality of Melody,” p.84. 
 
Kidson expressed particular fondness for the characteristics displayed by the early 
version of “Boyne Water,” which is also evident in his comments on Irish dance 
music. He stated that: 
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 In numbers of the old Irish jigs and reels there is an originality and non-
obvious character which make them (to me, at least) very fascinating. I have 
not seen any modern airs of the same class having that vitality.29 
 
As we will see in the analysis, below, of Kidson’s early career as a folk music collector, 
his perception of melodic vitality seems to correlate with a particular arrangement of 
musical intensities, characterised by a degree of ambiguity or variation within a tonal 
or modal framework. It will also become clear that such musical intensities became 
active in relation to Kidson’s particular affective disposition, and that his tendency to 
interpret tunes like the early version of “Boyne Water” as “plaintive” resulted from 
the folding of specific encounters and environmental conditions during the early 
1890s.  
 
Kidson also suggested that music-hall compositions had often been enriched by the 
incorporation of folk melodies. His esteem for music-hall tunes set him apart from 
the majority of his contemporaries in the folk revival. Revivalists like Lucy 
Broadwood, Cecil Sharp, and Hubert Parry generally considered contemporary 
popular music to be an abomination of the most offensive kind, evidence of (if not a 
contributing factor to) the moral degradation of the urban working classes. Kidson, 
however, suggested that “The music-hall boldly takes old tunes, and the result is that 
street music on the piano-organs is … of a much higher quality for this reason 
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alone.”30 He went on to highlight the class prejudice inherent in common criticisms 
of ‘organ-grinders’, arguing that: 
 
Those who lend their ears to the strains of the piano-organ will frequently 
hear played many of the Irish jigs such as “Father O’Flynn,” “The 
Washerwoman,” and “The Black Joke.” It may be a little annoying at times to 
have these put into your head and something much more important to 
yourself put out of it, but where a good melody is played I would not banish 
the piano-organ. Life in the lower classes is prosaic enough, and if a merry 
tune can cheer up a lonely housemaid, or bring a sparkle of joy into the heart 
of a gutter-snipe, I think it a selfish wish on the part of lovers of classic music 
to abolish it from the street.31 
 
Finally, although Kidson subscribed, to a certain extent, to the notion of folk music as 
a distinctively national mode of expression, he also considered the way that vital 
melodies could be passed between cultures. In his presentation, he cited a number of 
“foreign air[s] of English acceptance,” as he called them, including a 17th century 
Italian tune called “Pastorella,” which came to be passed down in English oral 
traditions under the title “Blowzabella,” and “The Keys of Heaven,” which he 
suggested had arrived from France, where it was written in the late 18th century as 
incidental music to a “Chinese shadows” theatre performance.32 The fact that, 
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according to Kidson, “The Keys of Heaven” entered oral tradition via this mode of 
theatre, and later via its use in pantomimes, suggests not only that he understood 
cultural boundaries to be permeable by the appeal of a vital melody, but also that he 
understood the exchanges between oral tradition and popular entertainment to run 
in both directions.  
 
In elaborating his concept of the vitality of melody, Kidson was not exactly 
presenting his audience at the Musical Association with a definition of folk music. 
Rather, he outlined a principle of evaluation that was ostensibly applicable to all 
musical genres, but which entailed an implicit definition of folk music insofar as it 
inherently favoured folk music above other genres. This implicit definition was quite 
distinctive in its time, and diverged from Sharp’s theory, which was published only 
the previous year, in a few important ways. Like Sharp, Kidson suggested that tunes 
undergo a process of “evolution” as they are passed down in oral traditions. However, 
whereas Sharp considered national characteristics to be the defining element in the 
communal tastes which determined which variations of a tune would be perpetuated, 
Kidson, as we have seen, regarded the vitality of certain tunes as appealing across 
national and cultural borders. In his discussion of the way that folk songs evolved, 
Kidson referred to one example that was published in Thomas Moore’s 1813 
collection of Irish Melodies as “Moll Roone.”33 Sidestepping “a futile discussion of 
whether it be Irish or otherwise,” Kidson noted how the same tune was put to the 
song “To Rodney we will go” in England during the 1760s, to “The Brags of 
Washington” in North America during the revolutionary war, to “With Wellington 
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we’ll go” during the Napoleonic Wars, as well as to a “doggerel verse” called “How 
five and twenty shillings were expended in a week.”34 The same tune, Kidson argued, 
underwent a parallel series of developments in Ireland, where it was variously known 
as “Farewell!—but whenever you remember the hour,” “Jack the Jolly Ploughboy,” 
and “The low-back’d car.”35 Like the other revivalists of his time, Kidson held folk 
music to be a special class of music, distinct from the genres of popular and art 
music. However, unlike Sharp and many other revivalists, Kidson articulated a way 
of according folk music a special value, through the concept of melodic vitality, 
without recourse to its presumed connections with national or cultural identity. 
Although he did, at times refer to folk music as the “spontaneous musical feeling” of 
English minds, this was not in his view the reason for its value. As he put it: 
 
Tunes stand by themselves as vital forces. … a good tune never dies, and … it 
exists purely because of its melodic value.36 
 
Another point that distinguished Kidson from other theorists of folk music during 
the early twentieth century lay in his sympathy towards popular entertainment, and 
his rejection of the idea that it posed a threat to the moral integrity of the populace at 
large. As he argued: 
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popular tunes may be built up of phrases which are well known, and they 
carry the resultant mixture down the stream of general favour. I do not say 
that this is good art, in fact it is very bad art; but if you examine a number of 
psalm and hymn tunes I fancy you will find that the compilers, I beg their 
pardon, the composers of these are great sinners in this particular respect, but 
it makes for popularity. People like familiar friends, and we all laugh the 
loudest at old jokes.37 
 
To summarise the ethico-aesthetic position established by Kidson in 1908, he 
considered the value of folk music to lie in its ability to achieve popularity among 
audiences of disparate eras, of disparate classes and levels of education, and even of 
disparate cultures. The source of this broad and lasting appeal was, in his 
understanding, the vitality of the melody itself. Kidson understood folk music as 
necessarily possessing rich historical depth, but, in its vitality, it was also a medium 
for the affective intensification of historical knowledge. Kidson’s presentation was 
littered with anecdotes that placed folk music within the context of well-known 
events. For example, he told the Musical Association how “Joan’s Plankett is Torn” 
was once sounded in derision by a Dutch trumpeter from the deck of an English ship 
that had been taken without resistance, since Charles II had neglected to pay his 
sailors.38 As I will show, in the following section of this chapter, Kidson had been a 
lover of both history and landscape since before he began collecting folk music, and it 
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was in connection with these aspects of his affective disposition that folk music’s 
intensifying power was most frequently actualised. For Kidson, vitality was not 
merely a property which folk music possessed but was also an intensifying force that 
folk music could impart to times and spaces. It preserved and transmitted historical 
affects in a way that history books never could, and it expressed the dynamism of a 
location in a way that surpassed the skill of any landscape painter. 
  
The Intensity of Vitality: Kidson’s Early Career as a Collector 
 
Frank Kidson was born in the city of Leeds, Yorkshire, in 1855, into a family of 
butchers; as John Francmanis points out, Kidson’s father, paternal grandfather, 
uncle, and cousin all worked in the trade.39 Kidson’s own interests, however, were 
rather more varied, encompassing photography, bookbinding, pottery, local history, 
song and play writing, poetry, and landscape painting.40 Although the Kidsons, of 
whose nine children Frank was the youngest, experienced great financial hardship 
throughout the 1840s and 1850s, the passing of Frank’s maternal grandfather, 
Joseph Roberts, in 1861 greatly improved their financial situation. As a result of the 
family’s inheritance, Frank Kidson was sent to boarding school at Shadwell, located 
in the countryside near Leeds. He also gained access to his grandfather’s library, 
since his parents had moved into Roberts’ home after his death, and there he 
encountered the works of authors like Sir Walter Scott and Frederick Maryatt, who 
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would shape his mature interests profoundly.41 As Francmanis relates, Kidson’s 
youthful interest in these authors inspired a lifelong fascination with folk music and 
the Jacobite risings.42 For a short time in his late teens, Kidson worked as an 
assistant in his brother’s jewellery and china shop, before abandoning his position to 
pursue the life of a landscape artist (probably, as Francmanis suggests, around 1876, 
when his share of Joseph Roberts’ inheritance became available to him).43 
 
Kidson’s activities as a collector of folk music seem likely to have begun while he was 
travelling around the north of England and the south of Scotland in search of 
landscapes to satisfy his brush. His journalistic writings, published in The Artist in 
the early 1880s, were predominantly focused on the prospects offered by various 
locations for landscape artists.44 However, by the late 1880s, Kidson was producing 
long series’ of articles on folk music for the Leeds Mercury, and his first collections of 
folk music, Old English Country Dances and Traditional Tunes, were published in 
1890 and 1891, respectively.45 Francmanis notes that Kidson transcribed some 
material from the singing of his mother, with whom he shared an unusually close 
connection up until her death in 1890, and who had been an eager to see his 
transcriptions of folk music go into print.46 He also points out that some of the 
people with whom Kidson and his friends stayed on their painting expeditions were 
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among his earliest sources of folk music.47 It therefore appears that Kidson’s interest 
folk music collecting emerged gradually over the course of the late 1880s, but would 
almost certainly have been cemented by the death of his mother, the source of his 
first encounters with folk music. The enthusiasm for folk music that Kidson shared 
with his mother before her death later became central to the bond between himself 
and his niece, Ethel, who lived with him for thirty-five years from the early 1890s 
until his death in 1926.48 However, despite the maturation of his career as a folk 
music collector, Kidson continued to think of himself as an artist; as Francmanis 
points out, this was the occupation he gave in the 1891 census, the year that 
Traditional Tunes was published.49  
 
In the notes accompanying English Country Dances, Kidson left behind some early 
clues that point towards those tunes which affected him most profoundly. In most 
cases, he supplied contextual information about the tunes in his collection using 
disinterested terminology. However, in some cases, he provided qualitative 
assessments of the tunes, which facilitate a comparison between those he liked (such 
as “Ay Me, or The Symhpony,” which he described as a “very beautiful air” that 
“deserves to be better known) and those he disliked (such as “Once I Loved a Maiden 
Fair,” of which he said that “I do not claim for it that it is any better [than more 
popular versions of the tune], nor even so good”).50 In this volume, he reserved his 
highest praise for “Ay Me, or The Symhpony,” “The 29th of May” (“an exceedingly 
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fine and marked air from the time of Charles the Second”51), “The Herefordshire 
Lasses” (“A very pretty air”52), “Spithead Fleet” (“An air of considerable merit”53), 
and “The Ball” (“A good and sprightly air”54). Kidson’s apparent affection for these 
tunes make it possible to examine the kinds of musical intensities that flowed into his 
affective encounters with folk music. The point of the musical analyses which I will 
unfold, below, is not to relate either the intensity or its corresponding affects to a 
single identifiable musical structure. It is rather to think about the extensive musical 
forms as evidence of the actualisation of unformed musical intensities, the elements 
of musical form which Nick Nesbitt calls “properly virtual.”55 
 
Although each of these tunes consists of a single melodic line, they all contain 
strongly implied harmonic scaffolding. “Ay Me, or The Symphony” spends the first 
four bars establishing the tonic/dominant relationship of C major (C major and G 
major chords), before migrating to the submediant (A minor) in the fifth bar, then 
the subdominant (F major) in bar six, and closing the first period with a dominant-
tonic passage, which arrives at the tonic with a little syncopation, in bars seven and 
eight (see Figure 5.3, below). The harmony in the second period becomes slightly 
more adventurous, moving from the submediant, through the dominant, and into the 
tonic over the bars nine, ten, and eleven, before returning to the dominant in bar 
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twelve, which then becomes tonicised in bars thirteen and fourteen. Bars fifteen and 
sixteen see a return to the C major tonic, with the same syncopated rhythm as in bars 
seven and eight, although this time the implied harmony moves to the tonic from the 
submediant, rather than the dominant. It is intriguing that Kidson described the air 
as “plaintive,” since there is nothing about its structure, as it appears in print, that 
appears particularly mournful.56  
 
Figure 5.3: songs from p.1 of Old English Country Dances. 
 
Although it is not overly complicated, “Ay Me, or The Symphony” contains 
significantly more variation than either of the tunes printed on the same page. 
Regarding “If All the World Were Paper,” Kidson provides only contextual 
information, rather than qualitative assessment, and, as noted above, he did not hold 
the tune for “Once I Loved a Maiden Fair” in particularly high regard. Each of these 
tunes consists of a single pair of four-bar phrases, and their simple, steady rhythms 
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are spelled out in crotchets, minims, and quavers. The implied harmony for “Once I 
Loved a Maiden Fair” is particularly banal, consisting of a D major tonic that moves 
to the dominant (A major) and back quite predictably in the final two bars of each 
phrase. Briefly comparing the other selections from Old English Country Dances for 
which Kidson reserved special praise, it is evident that each of them, while being 
relatively straightforward in terms of their implied harmonies, contains some 
element of interest or variation beyond the mere adherence to a harmonic scaffold. 
 
Figure 5.4: “The 29th of 
May,” as printed in Old English Country Dances, p.2. 
 
“The 29th of May” is built upon a relatively simple progression that never deviates 
from the D major tonal area, yet the melody in the first phrase is punctuated by two 
large leaps, each spanning a 6th. The first (from A to F#) is an ascending major 6th, 
while the second (from G to B) is an ascending minor 6th. Together, they offset two 
high notes about halfway through the phrase, adding interest to an otherwise 
unremarkable melody. The second phrase is mostly constructed around variations of 
a simple rhythmic motif (one crotchet and a pair of quavers), which develops into a 
melodic sequence in bars nine an ten, before culminating in a third, climactic leap 
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spanning a descending minor 7th, and a return to the closing motif from the first 
phrase. It is also interesting to note that this tune contains the repetition of a motif 
found in “Ay Me, or The Symphony” (see figure 5.5, below). In each tune, during the 
second bar, the major melody descends in stepwise quavers from the supertonic to 
the dominant, establishing the tension between tonic and dominant in both tunes via 
similar gestures.  
 
Figure 5.5: Opening 
bars of “Ay Me, or The Symphony” and “The 29th of May,” as printed in Old English Country Dances, pp.1 & 2. 
 
A not dissimilar gesture is prominent in the A section of the AABABA tune, “The 
Herefordshire Lasses” (see Figure 5.6, below).  This time, instead of a stepwise 
motion, the melody follows a descending arpeggio from the subdominant to the 
dominant, spelling out a dominant 7th chord, rather than passing between the notes 
of the dominant major triad.  
 
Figure 5.6: Opening bar of “The Herefordshire Lasses,” as printed in Old 
English Country Dances, p.9. 
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This tune also employs melodic sequences in both the A and B sections, with those of 
the B section somewhat reminiscent of the sequences from “The 29th of May” (see 
Figure 5.7, below). 
 
 Figure 5.7: Melodic 
sequences in “The Herefordshire Lasses” and “The 29th of May,” as printed in Old English Country Dances, pp. 2 
& 9. 
 
Finally, as in “Ay Me, or The Symphony,” the B section of “The Herefordshire Lasses” 
contains a brief tonicisation of the dominant (D major), immediately before the 
return to the A section (see Figure 5.8, below). 
 
Figure 5.8: “The 
Herefordshire Lasses,” as printed in Old English Country Dances, p.9. 
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Figure 5.9: “Spithead Fleet,” 
as printed in Old English Country Dances, p.11 
 
“Spithead Fleet” is the only minor tune among Kidson’s apparent favourites (see 
Figure 5.9, above). Like the tunes discussed, above, its rhythmic, implied harmonic, 
and melodic structures show a high degree of coherency, but also sufficient variation 
to create a sense of movement in the tune. The Aeolian modality of the tune is 
established in a similar way to the Ionian modality of “The Herefordshire Lasses,” 
with a short passage on the tonic followed by a brief arpeggio spelling out the major 
chord that naturally occurs on the subtonic. (This major chord on the subtonic of the 
Aeolian mode usually performs a similar function to the dominant chord in tonal 
music, since the dominant chord in Aeolian mode is minor, and does not ‘pull’ back 
towards the tonic). The opening gesture is then developed in a passage ending on the 
submediant (B major), creating a melodic unit that is, if not strictly sequential, at 
least unified by the development of a single idea. Like other tunes that Kidson seems 
to have preferred, both sections of “Spithead Fleet” employ melodic sequences, in 
this case leading into an interesting disruption of the otherwise steady triplet rhythm 
with a quaver-crotchet figure before the closing gesture of each phrase. Elsewhere in 
228 
 
the tune, the rhythm pauses on crotchet-quaver figures, but these are not as 
disruptive to the ‘flowing’ feeling of the 6/8 rhythm as the reverse. 
 
“The Ball” exhibits many of the same structural features as the tunes already 
discussed (see Figure 5.10, below). The A major tonality is established with a quick 
movement from the tonic through the dominant and back again in the opening two 
bars. Although there is nothing really out of the ordinary about the implied harmonic 
structure of tonic-dominant-supertonic-tonic-dominant-tonic-supertonic-dominant-
tonic (A section) and dominant-tonic-dominant-tonic-dominant-tonic-dominant-
tonic (B section), it is interesting to note that, as in “The 29th of May,” melodic 
interest is generated through the use of wide leaps, and, once again, the interval of a 
6th is featured prominently in “The Ball.”   
 
Figure 5.10: “The Ball,” as 
printed in Old English Country Dances, p.13. 
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It would be tempting to point to the similarities, noted above, between the airs 
favoured by Kidson as evidence of a kind of unitary, personal musical taste, coded 
into his writings on folk music. However, doing so would risk imposing identity upon 
the analysis, which would be antithetical to the Deleuzian approach that I am 
developing in this chapter. As Hulse warns, conventional music theory all too often 
has the effect of reducing away “all the messy differences of actual becomings in 
order to postulate unities, identities, ‘coherence’, and so on.”57 Kidson’s rare 
qualitative remarks are, in each case, evidence of an affect that passed between 
himself and a tune, but the particular affect must be regarded as absolutely singular 
and immanent to a specific musical encounter. Inevitably, there is always more at 
play in such encounters than a formal musical structure and a set of pre-existing 
musical tastes. Kidson’s mysterious comment regarding the “plaintive” character of 
“Ay Me, or The Symphony” hints at precisely this kind of confluence of highly 
contingent forces that mediate and modulate the relationship between the 
actualisation of a musical structure—the singular event of its sounding—and the 
subjectivation of a perceiver. Perhaps the failing health of his mother as he prepared 
the manuscript for Old English Country Dances was an active force in shaping the 
affective tone of Kidson’s encounter with this tune, or maybe he encountered the air 
on one of his painting excursions, where it became perceptually and emotionally 
embedded within a somehow mournful landscape, or within the grim social situation 
of one of his hosts. The point is that it is impossible to reduce the affect to a 
correspondence between the musical structure and the subjective preferences of an 
individual. This principle is neatly articulated by Hulse, when he writes that:  
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Becoming-music is not a property of sound waves, nor the variation of a-priori 
structural differences. It is an indivisible becoming of sound/body/world 
irreducible to abstract representation.58 
 
What the musical analysis does reveal, however, are the frameworks within which a 
certain kind musical intensity can potentially be generated, and it is this intensity 
which comes together with other forces, contingent and indeterminate, to create the 
affective encounter. Intensity, as Jean-Godefroy Bidima points out, “is first of all 
linked to difference; next, it is related to fluidity, and its field of expression is the ‘in-
between’ (l’entre-deaux); its mode of concretization is music.”59 This is to say that 
intensity, while not itself an affect or a subjectivation, is a necessary condition for 
these to emerge. It might be thought of as an initial quality from which a multiplicity 
of potential affects might flow, once the intensity is concretised in the musical 
encounter that emerges in-between the tune, the performer, the listener, and all of 
the undeterminable conditions surrounding them. In the analysis of Kidson’s 
preferred tunes, above, the intensive qualities that imbue the melodies with their 
affective force might be said to include: the tension between tonic and dominant (or 
subtonic) tonal regions, and the articulation of these via a passage of descent from 
one to the other; the difference/repetition inherent with the use of melodic and 
rhythmic sequences; and the amplification of tonic-dominant tension via the 
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tonicisation of the dominant at climactic moments. Following Boundas, these 
tensions, or relations between forces, are virtual rather than actual (even if the 
language needed to articulate them refers to actual, extensive components of the 
musical structure—as Boundas writes, “a virtual intensity exists nowhere else but in 
the extended that it constitutes”).60 Even though their virtual existence is real, 
intensities need to be actualised within the variable conditions of the musical 
encounter in order to produce specific affects. 
 
Kidson’s Traditional Tunes, published the year after Old English Country Dances, 
contains further clues as to the specific affects that became folded into his sub-
individual milieu via encounters with folk music. In the preface to the collection, he 
writes about the character of the songs in general, remarking that “they have a 
peculiar quaintness, a sweetness, and a tenderness of expression, absent in the music 
of the present day, which it is impossible to successfully imitate.”61 In the 
Introduction, Kidson provided some comments that potentially offer illumination as 
to his characterisation of “Ay Me, or The Symphony” as “plaintive” in Old English 
Country Dances. He suggested that: 
 
The earlier airs breathe a peculiar plaintive strain such as can be fully 
imagined would be the tone of the singer of that day. This would be the 
woman of the house who sat spinning, while her husband or sweetheart was 
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away swashbucklering, either as a lord or as a vassal, and most likely to be 
brought home dead, dying, or maimed.62 
 
This passage links Kidson’s sense of the songs’ “plaintive” character with his 
nostalgia for a distant past. In his imagination of this past, people’s emotional 
responses to hardship became amplified and intensified through their connection to 
traditional music. Through his own affective relationship with this music, Kidson 
seems to have felt connected to the people of distant eras, in a way that was more 
tangible and more intense than simply knowing of their existence. This sentiment 
brings into focus the probable fact that Kidson carried an emotionally charged 
impulse for historicism into his musical encounters, which modulated the musical 
intensities that he enfolded, such that the affects they produced became 
conceptualised within this specifically nostalgic mode. Kidson went on to further 
elaborate his association of the historical depth of the songs with his particular 
experience of their affective tones. He wrote that: 
 
The incidents of the story to which such airs were joined were always more or 
less of a melancholy character; the tune in the minor mode, of one strain, 
simple in structure, of little compass, and being queer and odd in interval.63  
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This too supports the notion that Kidson’s imagination of history played an active 
role in his affective response to virtual musical intensities (experienced, of course, 
only in the form of the actual musical extensities as which they manifested).  
 
The very first song printed in Traditional Tunes, “The Three Ravens,” exemplifies the 
way that such musical intensities might have connected with Kidson’s nostalgic 
historicism to produce a melancholic affective tone (in light of Kidson’s introductory 
comments, cited above, his experience of the song in this way is suggested by the 
lyrical content, the Aeolian mode, and the relatively simple melodic structure; see 
Figure 5.11, below). The tune is in E Aeolian mode, and, though there is little real 
harmonic movement to speak of, a degree of tension is created in the melody by 
sustained notes and melodic passages emphasising the dominant and the supertonic. 
Kidson wrote that the song “bears to my mind every appearance of antiquity.”64 The 
song’s text, which is reproduced below, reflects Kidson’s introductory remarks 
regarding the context in which such “plaintive” songs would have been sung, as well 
as the “melancholy character” of the stories that they would typically have expressed.  
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 Figure 5.11: “The Three Ravens,”as 
printed in Traditional Tunes, pp.17-18. 
 
Numerous other examples from Traditional Tunes follow a similar pattern, 
foregrounding plaintive affective personae, unusual or irregular melodies, and 
historical depth. “Chevy Chase,” for example, is described by Kidson as a ballad 
which “used to be sung in a doleful voice by ballad singers in the West Riding of 
Yorkshire.”65 “The Knight and Shephard’s Daughter” is characterised as “an example 
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of a very ancient ballad” with a “peculiar structure.”66 “The Dowie Dens of Yarrow” is 
hailed as “a fine old tune” set to a ballad that was “founded on some tragic deed 
which has really happened.”67 “Henry Martin” is introduced as “a very singular old 
fragment,” which sadly ends in the buccaneering protagonist meeting the hangman’s 
noose.68 Of “Barbara Allen,” Kidson writes that “the original composition must date 
from a very early period,” and that it recounts “a very doleful and pitiable story.”69 
“My True Love Once He Courted Me,” is described as “the plaint of a broken-hearted 
girl,” the various tunes for which Kidson believed to be “early specimens of melody, 
and are all also very quaint and well suited to the subject of the song.”70 Kidson called 
“The Banks of the Sweet Dundee” “sublime doggerel,” in which there was “enough 
tragedy and injured innocence … to furnish the plot of a penny novelette,” although 
he attributed the ballad’s popularity to “the good air to which the song is set.”71 “The 
Nightingale” is constructed around a C major scale, but features both a natural 
leading note (B) and a flattened subtonic (Bb) (see Figure 5.12, below). Kidson wrote 
that “The tune is certainly old,” and the ballad’s narrative tells of a young lover who is 
drowned at sea.72   
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Figure 5.12: “The Nightingale,” 
as printed in Traditional Tunes, p.61. 
 
Writing of “The Gown of Green,” Kidson took the distinctiveness of the melody—
which begins in the tonic region of A mixolydian mode and ends with a quaint 
descending passage to D via the outline of an E minor chord—as evidence that the 
tune antedated the words that had been set to it (see Figure 5.13, below). Kidson 
writes that “The song seems to have been an old one, with verses produced at the 
time of the last American war grafted on.”73  
 
Figure 5.13: “The Gown of Green,” as printed in 
Traditional Tunes, p.63 
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In keeping with the other examples I have discussed, this interpretation of the tune’s 
age by Kidson brings further into focus the affective connections between musical 
intensities and imaginative historicism in Kidson’s encounters with folk music 
around this time. Of course, as “a being of sensation and nothing else,” any particular 
affect cannot be identified as ‘plaintive’ or ‘historical’ in itself.74 The affect would 
rather have been nothing more or less than the extent to which the force of a musical 
intensity was imparted via an actual, specific musical extensity to Kidson in the 
immediacy of the musical encounter. As Hickey-Moody and Malins point out: 
 
Affect is that which is felt before it is thought; it has a visceral impact on the 
body before it is given subjective or emotive meaning. … Affect is, therefore, 
very different from emotion: it is an a-subjective bodily response to an 
encounter. Emotion comes later, as a classifying or stratifying effect.75  
 
Despite this key difference between affect and subjective emotional or cognitive 
understanding, what Kidson’s interpretations and evaluations reveal is that the 
affective encounter did indeed take place. The feeling of melancholy, nostalgia, or the 
impression of historical depth are the cognitive traces that such affects left behind.  
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The singular nature of Kidson’s initial encounters with folk music—first via the 
singing of his mother and grandfather and later during his painting expeditions in 
rural north England—is manifest in a number of ways in Traditional Tunes. The 
singular nature of any encounter is a product of the multiplicity of forces that 
converge within it, and it can be seen that the distinctive characteristics of 
Traditional Tunes resulted just as much from the variety of Kidson’s experiences that 
were folded into it as from the book’s musical contents. The romantic historicism 
that he had nurtured from an early age by reading authors like Sir Walter Scott in his 
grandfather’s library evidently exerted a marked influence upon the affective tone in 
which Kidson interpreted the music that he included in the volume. His frequent 
descriptions of the tunes as “plaintive” seems likely to have been influenced by both 
his nostalgic historicism and his mother’s failing health as the volume was being 
prepared. As he remarked in a letter to Lucy Broadwood, some years later: 
 
There are lots of little faults in my book but it was produced when I was pretty 
nearly heartbroken. My mother & I had lived together & she had taken 
pleasure & interest in the tunes as I got them & was looking forward to the 
publication of the book, when she died (three years ago tomorrow) just before 
it was printed.76  
 
Clearly, Kidson’s affective disposition at the time that Traditional Tunes was being 
prepared would have been configured in such a way as to favour connections with 
                                                             
76 Letter from Frank Kidson to Lucy Broadwood, 14 May 1893, Vaughan Williams Memorial Library, Broadwood 
MSS, Box III, envelope 13. Reproduced in Francmanis, "Frank Kidson," 48-49. 
239 
 
any musical affects that might have been emotionally rendered as ‘plaintive’ or 
‘melancholy’.  
 
Kidson was unusual among editors of folk music collections during the late Victorian 
era in the way that he presented the songs in his collection. As De Val points out, 
“Unlike most song collections, Kidson’s [Traditional Tunes] presented the tunes 
without accompaniment and respectfully acknowledged the singers who had 
provided them.”77 The absence of arrangement and emendation of the tunes may 
have been influenced by Kidson’s sense of their antiquarian value. It is also worth 
considering that his encounters with folk music as he travelled the north of England 
and Scotland in search of paintable landscapes might have contributed to his 
acknowledgement of the sources of the songs in Traditional Tunes. As Francmanis 
points out, Kidson would have needed to seek residence in rural households for 
prolonged periods of time during his painting expeditions, and “it seems inevitable 
that close relationships must have developed between him and some of those from 
whom he collected.”78 Additionally, Kidson meticulously documented not only the 
names of his singers, but also the locations from which the songs were sourced, 
which perhaps suggests that he understood the folk songs in his collection as being 
embedded within the specific landscape where he encountered them. It does not 
stretch the imagination to consider that Kidson, as a landscape artist, might have 
begun to collect and to document these songs and tunes as a way of painting the 
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unpaintable, as it were—capturing the experience of the landscape in a fullness that 
exceeded the limits of visual representation.  
 
I have argued that Kidson’s encounters with folk music allowed him to develop 
intense, affective connections with histories and landscapes. Why, then, it might be 
asked, is the concept of identity inadequate for thinking about the music’s role in 
facilitating these connections? After all, the UNESCO public statement explaining the 
concept of intangible cultural heritage emphasises the way music connects people 
with their environments and with past generations to provide a sense of identity.79 
The problem is that what is apprehended as a sense of identity is in fact the 
emotional or cognitive rendering of a process that is, in fact, antithetical to identity. 
From a Deleuzian perspective, the vital principle in this kind of subjectivation is not 
identity, but difference. For Deleuze, any kind of relation to oneself is produced as a 
folding of one’s exterior, which would, if it operated according to the principle of 
identity, constitute a doubling: the inside becoming the identical to the outside. As he 
argued, however: 
 
the double is never a projection of the interior; on the contrary, it is an 
interiorization of the outside. It is not a doubling of the One, but a redoubling 
of the Other. It is not a reproduction of the Same, but a repetition of the 
Different. It is not an emanation of an ‘I’, but something that places in 
immanence an always other or a Non-self. It is never the other who is a double 
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in the doubling process, it is a self that lives me as the double of the other: I do 
not encounter myself on the outside, I find the other in me … It resembles 
exactly the invagination of a tissue in embryology, or the act of doubling in 
sewing: twist, fold, stop, and so on.80 
 
A Deleuzian interpretation of what traditional music does, then, does not preclude 
the production of connections to locations and to histories. What it does is to make 
the principle of difference, rather than identity, fundamental to understanding the 
nature and significance of these connections. The connection, through music, of a 
self to a place and a history is not the situation of that same, identical self in relation 
to a place and a history, but the production of a self-to-come, a subjectivation, which 
is to say a becoming, that is made possible by the folding of that which is beyond the 
self. What manifests on the inside is not an identity of the exterior, but a becoming-
outside of the self. Traditional music (music in general, it might be said) does not 
reveal or represent the identity of a self to its sense of itself, nor even does it impose 
identity upon the self; it deterritorializes the self and stimulates a becoming-other of 
the self. Frank Kidson did not find himself in folk music, but rather left himself 
behind in it, becoming-melody, becoming-landscape, and becoming-history—
becoming that same vitality of melody that he strove to share with the Musical 
Association in 1908. In folk music, he encountered an intense vitality that continued, 
throughout his life, to compel him towards new ways of thinking, feeling, and being a 
subject.  
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Lucy Broadwood: “On the Collecting of English Folk Music” 
 
On the 14th of March 1905, Lucy Broadwood spoke before the Musical Association, 
reflecting on her career as a collector and scholar of folk music. By this time, 
Broadwood had become the Secretary for the Folk-Song Society, and was well into 
the second decade of her career as a collector.81  She began her presentation by 
distinguishing true folk-song from “the genteel “Phoebe and Colin” song of the 
eighteenth century, equally florid and tasteless in words and music, [and] the 
insincere pseudo-Scotch and pseudo-Irish song manufactured in the hundreds by the 
hundreds in the seventeenth and eighteenth centuries by English musicians.”82 
Instead, she characterised folk songs as “a class of Ballads that are a strange survival 
of the art of those roving mediaeval minstrels suppressed by the Act of 1597.”83 
Implicit within this statement are indications of a few defining characteristics of 
Broadwood’s ethico-aesthetic position on folk music. Firstly, her reference to the 
suppression of the minstrels under Elizabeth I, in the Vagabonds Act of 1597, is 
typical of Broadwood’s meticulous style of researching the historical contexts 
surrounding folk music. Secondly, her reference to folk music as a kind of “survival” 
indicates her familiarity with the terminology that was current in the field of folklore 
at the time. Broadwood had begun attending meetings of the Folklore Society in 
1892.84 As Boyes points out, the study of folklore at this time was dominated by the 
cultural evolutionist theories of E. B. Tylor, which maintained that contemporary folk 
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stories and songs were ‘survivals’: “residual expressive culture” left over from 
civilised society’s primitive stages of development.85 Finally, Broadwood’s 
description of these survivals as “strange” was typical of her fascination with folk 
music as something like a gateway into otherwise inaccessible realms of musical and 
cultural experience. I will illustrate, as this analysis unfolds, the way that 
Broadwood’s affective disposition was consistently marked by a sense that folk music 
promised an escape from the strictures of late-Victorian and Edwardian society in 
general, and, in particular, her circumstances within it as an educated, respectable 
female.  
 
As an unmarried woman, Broadwood faced challenges in her fieldwork that would 
not have been encountered by male collectors of folk music. She recounted, in her 
1905 presentation, an experience with one of her sources, whom she described as “a 
fine old Surrey carter.”86 Despite providing many songs for her, she recalled that he 
stopped one day, saying “I knows a wonderful deal more, but they are not very good 
ones. Most of them be outway rude.”87 She explained that: 
 
It is this “rudeness” that makes it hard for a woman to collect. The singer is far 
too kind to offend her ears, but is almost always unable to hum or whistle an 
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air apart from its words. And I have had to forego the rescue of the most 
promising old ballads in consequence.88 
 
Broadwood found in folk music a glimpse of worlds that were otherwise closed-off to 
her because of class differences, but the gender boundaries of her time proved more 
difficult to overcome. She remarked that: 
 
You may indeed live your whole life in the country, and hear no note of 
traditional song. … Yet, gain the confidence of a man, woman, or child in that 
same place, by singing a genuine folk-tune, or by quoting a genuine old ballad 
to them, and you will usually find doors open to you; you will hear of singers 
enough; and you will learn of their “sing-songs,” at which they vie with each 
other in remembering the greatest number of songs, or those with the greatest 
number of verses.  
There is something almost esoteric in this ballad singing! Perhaps it 
seems less esoteric to the privileged man-collector, who can make merry with 
songsters in the ale-house over pipes and parsnip wine, or hob-nob with the 
black sheep of the neighbourhood, whose songs are apt to be as primitive and 
wild as himself, only much more lovely.89 
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Describing some of the singers who were the original sources of her folk songs, 
Broadwood indulged in evocative characterisations that betray a vivid imagination of 
their wild and rustic lifestyles. She told the Musical Association of “A Surrey hedger, 
looking like a Viking, [who] sung across a hedge at me, emphasising the tragic points 
of his ballad … with vicious snaps of his shears,” and “an old family nurse from 
Lincolnshire [who] sang me many excellent ballads, amongst them ‘The Lost Lady 
Found,’ which she learned in childhood from an old cook who danced as she sang, 
beating time on the stone kitchen floor with her pattens.”90 She also spoke of “Wild 
gipsy tramps” who sang from door to door at Christmas time, and “a 
Northamptonshire woman who remembered the time when gipsies with dulcimers 
were hired to make music in the farm-houses of her county, and where, even in 
winter, the gipsy women came dressed in pure white to perform.”91 Doubtless, 
Broadwood was guilty of painting an idealised image of rural English life, describing 
folk music’s place within it in terms that would not be out of place in the stage 
directions for a Gilbert and Sullivan musical. For critics like Dave Harker and 
Georgina Boyes, Broadwood was participating in the project of glossing over the 
realities of English social life and advancing a national ideology rooted in the broad 
appeal of arcadian imagery.92 If this was indeed the case, then she would have been 
preaching to the choir in 1905, presenting her vision to the Musical Association in 
South Kensington. Given that her encounters with the rural working classes had 
predominantly been framed by the intensifying medium of music, it is hardly 
surprising that Broadwood imagined a life that was equal to the affective power of 
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the songs that she heard from her sources. It is useful, here, to recall Roffe’s 
explanation of Deleuzian becoming as an escape from the limits of the individual, 
coupled with the possibility of new ways of existing in the world.93 Through the lens 
of this concept, Broadwood’s vision of a dynamic world of music and ritual that was 
only just passing beyond the edge of living memory makes much more sense. Ever 
mindful, as she was, of the limits which her status as a female member of polite 
society set upon her actions and experience, Broadwood might be forgiven for 
imagining a strange and exciting world, to which her encounters with folk music 
afforded partial, momentary access. The ideas she presented to the Musical 
Association in 1905 were less a form of pastoral-nationalist ideology than they were a 
glimpse into her own personal subjectivation, and an invitation for her audience to 
share in the affective force of her encounters with folk music. 
 
For Broadwood, the tunes of folk songs, as well as the imagined worlds they conjured 
for her, were mysterious and otherworldly. She told her audience at the Musical 
Association that folk melody “has perhaps the most beautiful, original, and varied 
cadences to be found in music,” and that “it is often purely modal” in character.94 As 
for the historical origin of these melodies, she maintained that it was “a mystery, and 
a beautiful one.”95 Elaborating on the modal characteristics that she associated with 
folk music, Broadwood asserted that:   
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the most characteristic English folk-tune is more closely allied to the 
plainsong of the Office Book or Gradual than to any other form of music; and, 
absurd though it may sound, nothing so vividly calls to my mind the rough 
choruses of our south country labourers as the unaccompanied plain-chant of 
the sweet-voiced choir in the Westminster Cathedral.96 
 
In order to illustrate this point, Broadwood performed, with the assistance of the 
well-regarded baritone James Campbell McInnes, a selection of Dorian and 
Mixolydian songs, which had been printed in the 1902 issue of The Journal of the 
Folk-Song Society (see figures 5.14 and 5.15, below).97 In the introduction to this 
issue, Broadwood outlined the circumstances in which her source, a Sussex bell-
ringer named Henry Burstow, had originally learned one particular tune: 
 
For many a day he tried to learn an old song from a certain carter, but the man 
was shy, and would not sing it because he thought that Mr. Burstow ‘wanted to 
laugh at his burr’ (‘burr’ is used in Sussex in the sense of ‘accent’). At length 
Mr. Burstow laid a deep plot: a confederate lured the carter into an ale-house, 
where Mr. Burstow sat hidden in an inner parlour. Flattered by his 
treacherous boon-companion, the carter presently burst forth into his 
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favourite ‘ballet,’ and Mr. Burstow listened, learnt, and sang the song from 
that day forth.98  
 
It is not difficult to imagine that stories like this one, told by her sources, would only 
have heightened Broadwood’s sense of a world beyond her reach, where folk music 
lay at the heart of secret plots and duplicitous adventures unfolding in rustic ale-
houses. 
 
Figure 5.14: 
“Through the Moorfields,” as printed in Broadwood, “On the Collecting of English Folk-Song.” 
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Figure 5.15: “The 
New Irish Girl,” as printed in Broadwood, “On the Collecting of English Folk-Song.” 
 
The modal character and unconventional cadences of folk music were intrinsically 
connected to Broadwood’s imagination of the ‘other-world’ of which they provided 
glimpses. The nature of folk music’s formal characteristics—irreconcilable, as they 
were, with the conventions of nineteenth century Western art music—proved, as far 
as Broadwood was concerned, that it belonged to a world apart from that of the 
Victorian/Edwardian middle class. Referring to a collection of Sussex songs that her 
uncle had assembled for private circulation—which, incidentally, she hailed as “the 
first serious collection of English traditional songs that we possess”—Broadwood told 
the Musical Association that: 
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I am told that my uncle had a wonderfully accurate musical ear and voice, and 
wonderful obstinacy. This latter quality stood him in good stead when fighting 
with the organist of Worthing, who undertook to harmonize his collection, but 
who raised lamentable cries at the flat sevenths and other monstrous intervals 
which Mr. Broadwood sang, or blew persistently on his flute. “Musically,” said 
my uncle, “they may be quite wrong, but the tunes shall be printed as they 
were sung to me, and as I sing them to you!” He won the battle, and the result 
is a collection of striking interest and beauty.99 
 
This brings into focus another defining feature of Broadwood’s ethico-aesthetic 
position on folk music, one for which she came to be remembered in her work within 
the Folk-Song Society, in particular. As both De Val and Knevett point out, 
Broadwood was prominent among the members of the Folk-Song Society who 
opposed the practice of ‘faking’ or ‘restoring’ songs, preferring instead to document 
the words and tunes of their sources as precisely as possible.100 Broadwood’s obituary 
in the Journal of the Folk-Song Society praised the “accuracy, observation and 
knowledge” displayed in her work as a collector, and also noted that her uncle had 
been “if not the first, among the first, who approached the work of collecting with the 
scientist’s attitude of fidelity to the originals.”101 Lucy Broadwood had evidently 
inherited this family trait, and even in her later work for public audiences, such as 
the 1908 collection English Traditional Songs and Carols, she maintained that 
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“Every tune in the book is faithful to the version noted from the singer.”102 Where 
song texts had been altered out of absolute necessity, she informed her readers that 
“The unaltered words may in many cases be found in the pages of the Journal of the 
Folk-Song Society, together with various details omitted here.”103 
 
For twenty-first century readers, it may appear odd that musically educated people 
would find modal music so unusual. It must be remembered that the twentieth 
century witnessed the revolution of atonality and serialism in the world of art music, 
as well as the blossoming of modal music across a wide variety of genres, such as 
historically informed performance, modal jazz, psychedelic rock, new-age, and world 
musics. For Edwardian English musicians, by contrast, modal music was not just 
unusual; it flagrantly contradicted the tonal conventions which were held to be 
universally ‘correct’. It might also seem paradoxical to modern readers that 
Broadwood should have harboured a quasi-mystical fascination with folk music at 
the same time as she espoused a ‘scientific’ approach to her work as a collector and 
scholar. However, this too makes sense in the context of turn-of-the-century English 
society. As Alex Owen has pointed out, the quintessentially modern era of late-
Victorian and Edwardian England witnessed a significant turn towards occultism 
among educated people.104 She demonstrates that occultism was explored from a 
rational perspective as both a psychological phenomenon and an avenue for engaging 
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with the self in a secular and cosmopolitan intellectual landscape.105 She also notes 
that this variety of rational occultism held particular appeal to women in late-
Victorian and Edwardian society as they explored alternatives to conventional gender 
roles. Owen argues that: 
 
Feminists were attracted to groups like the Theosophical Society because the 
occult offered a “Transcendental View of Social Life” that spoke directly to 
feminist aspirations for change. Occultism was itself bound up with a 
spiritualised vision of social change that called upon those ideals of 
regeneration and self-fulfillment that were deeply attractive to feminists of the 
period, and offered a “new” religiosity capable of outstripping the 
conventional Victorian association of femininity with a domesticated 
spirituality.106  
 
Broadwood’s commitment to ‘scientific’ enquiry into folk music and her almost 
mystical fascination with the rituals and superstition surrounding its historic 
practices can therefore be interpreted in relation to this fin-de-siecle English 
exploration into the nature of the self. The fact that the musical otherness invoked by 
folk music’s modal characteristics chimed with Broadwood’s passion for the rational 
investigation of the mystical is suggested by her comment that: 
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That these ancient modes, called rather misleadingly “Church Modes,” should 
have survived, should, indeed, flourish still amongst the people, is a fact that 
might well repay study from a psychological point of view alone.107 
 
As Dorothy De Val points out, Broadwood was fascinated throughout her life by 
novel spiritual concepts, as well as by emerging ideas about the “New Woman.”108 In 
her own words, Broadwood told the Musical Association of the “beauty and interest” 
of folk music’s modal construction and its unusual cadences. She also spoke of the 
mysterious historical origins of folk melodies as a thing of beauty in its own right. For 
Broadwood, folk music was a beautiful mystery, an affective bridge to worlds that 
were otherwise inaccessible to her as a modern woman of the upper-middle class. 
Her mode of passage along the affective bridges offered by folk music was rigorous, 
‘scientific’ research, both in the field and in the library, aided by current theories in 
the discipline of folklore. In her presentation before the Musical Association in 1905, 
Broadwood articulated an ethico-aesthetic position on folk music that was permeated 
by all of these themes. Guided by Deleuze’s concepts of affect, subjectivation, and the 
fold, my aim in the following section is not just to explore how these themes 
informed Broadwood’s ideas about folk music, but also to show the way that they 
were folded into her worldview from the outside. 
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Beautiful Mysteries: Lucy Broadwood’s First Encounters and Early 
Career as a Collector and Performer 
 
Lucy Broadwood was born, in 1858, into the famous piano-manufacturing dynasty 
that had been founded by her great-grandfather, John Broadwood. Gregory points 
out that, although their fortune was derived from trade, the Broadwoods had, by the 
mid-nineteenth century, become accepted into the local country gentry in Surrey, 
and enjoyed the acquaintance of several well-connected aristocrats.109 Broadwood 
became acquainted with folk music at a very young age, through her uncle and her 
father, both of whom collected folk songs in the mid-nineteenth century.110 She also 
witnessed the performances of ballad singers who visited the family’s home in Lyne, 
Sussex, and was cared for, during her early childhood, by a Scottish nurse, who sang 
nursery rhymes and ballads to her.111 Referring to Broadwood’s personal diaries, 
Gregory writes that, as a young lady accomplished in the arts of singing and piano-
playing, she began to incorporate traditional music into her repertoire for amateur 
public and private performances as early as 1883.112 However, despite her familiarity 
with folk music from an early age, Gregory points out that Broadwood’s “first love” 
was classical music; at various points in her life, she embraced the music of Wagner, 
Beethoven, Brahms, Grieg and Bach, as well as that of contemporary British 
composers like Frederic Cowen, George Alexander McFarren, Alexander MacKenzie, 
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Charles Hubert Parry, Charles Villiers Stanford, Arthur Sullivan, and Arthur 
Somervell.113 She also developed a love for early music, particularly Elizabethan 
madrigals and lute music, and the work of Henry Purcell.114  
 
Dorothy De Val notes that Broadwood nurtured a fascination with mysticism and the 
occult throughout her adult life.115 As well as indulging in common mystical parlour 
games such as mind-reading and visualising, Broadwood consulted fortune tellers, 
and explored freemasonry, Rosicrucianism, and the teachings of George Mead and 
the Quest Society.116 De Val also suggests that the publication of James Frazer’s 
seminal comparative study of magic, religion and scientific thought, The Golden 
Bough, in 1890, helped to shape the development of Broadwood’s approach to 
collecting and theorising folk music. As De Val writes: 
 
It took Lucy beyond the confines of folk music into folklore and appealed to 
her breadth of knowledge and understanding. It was this book and its author 
which set her on a course quite distinct from the domestic one chosen by her 
sisters and friends, and also one which would distinguish her from some of 
her contemporaries who would show less breadth and awareness in their 
approach to folksong collecting.117 
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In her study of Broadwood’s extensive collection of diaries, De Val notes that 
Broadwood experienced “premonitions” throughout her life.118 In one instance, she is 
said to have expected to undergo some kind of misfortune after hearing a particularly 
sombre performance of Chopin’s Sonata No.2, only to hear of her niece’s untimely 
death the next day.119 In other cases, De Val writes, Broadwood described certain 
dreams as “telepathic,” and she “often recorded such events in her diaries as evidence 
of her psychic abilities.”120 Broadwood began attending meetings of the Folklore 
Society in 1892, and throughout her career as a folk music scholar, she consistently 
interpreted folk songs via reference to their apparent connections with traditional 
rituals and superstitions.121 
 
Broadwood also came into adulthood during the ascendency of the women’s suffrage 
movement, and, as De Val argues, her sympathy with the causes of women’s rights 
constituted an exception to her otherwise relatively conservative political ethics. “A 
bit of a closet bluestocking,” as De Val writes, Broadwood: 
 
chose various female models and even began to enjoy the novels of about [sic.] 
the emerging ‘New Woman’ of the 1880s, commenting favourably on Sarah 
Grand’s Ideala. The 1880s and 1890s saw her take up bicycling—the hallmark 
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of newfound female independence and a passport into the villages which 
would yield her songs.122   
 
Although Broadwood faced a unique set of challenges as a female folk music 
collector, she was in other important ways uniquely fortunate in her particular 
situation. As Gregory points out, Broadwood’s residence in London from 1893 
onwards, combined with the private income afforded by her family’s wealth, meant 
that she was able to wholeheartedly pursue her interest in folk music as well as 
participating actively in the music scene of the capital city.123 She was able to use her 
ample leisure time and her British Museum Reader’s Ticket to undertake historical 
research into English folk music during the 1880s.124 Furthermore, her relative 
freedom from financial pressures allowed her to pursue a purely scholarly approach 
to collecting and publishing folk music, uncompromised by any need to appeal to a 
broad readership (although, it has to be said that her fortunate circumstances in this 
regard did not prevent her from deploring the practices of collectors like Cecil Sharp 
and Alice Gillington, who relied partially upon the royalties from their publications 
for income). 
 
The first shoots of Broadwood’s germinal career as a folk music collector and scholar 
began to appear in the 1880s, and her work bore its first fruit after she introduced 
her cousin, H. F. Birch Reynardson, to a small, self-published collection of folk songs 
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that her uncle, John Broadwood, had produced in 1847, with piano arrangements by 
Geoffrey Dusart.125 In 1887, Broadwood had been greatly enchanted by the music 
that Birch Reynardson composed for a production at the Prince of Wales Theatre, 
called A Masque of Flowers.126 Together, they began work on a revised and expanded 
edition of John Broadwood’s collection, which was eventually published in 1890 by 
Stanley Lucas, Weber & Co.127Sussex Songs, as the volume was called, included ten 
songs that Broadwood had collected herself, in addition to the original 16 songs from 
her uncle’s collection.128 While De Val notes that Broadwood, in contrast to her later, 
more ‘scientific’ approach, may have “corrected” some of the songs in the collection, 
she speculates that “Herbert and Lucy would probably have protested that they had 
done their public a service in rescuing the old songs ‘from oblivion’ in her uncle’s 
words, and making them presentable for comfortable performance in the drawing 
room.”129 In contrast to Kidson, the historicist and landscape artist, Broadwood 
seems to have approached folk music, at least initially, much as any other classically 
trained musician might have done—as something like a ‘raw material’ that could be 
developed and polished for cultivated audiences.  
 
In comparison to John Broadwood’s original collection, one of the major innovations 
of Sussex Songs was, as De Val points out, the replacement by Birch Reynardson of 
“Dusart’s hymn-like accompaniments with something more imaginative and 
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fluid.”130 During the period when Broadwood and Birch Reynardson were preparing 
Sussex Songs, Broadwood appears to have been captivated by the music of 
composers like Edvard Grieg and Charles Villiers Stanford, both prominent and 
skilful appropriators of traditional melodies in the art music scene of late-nineteenth 
century Europe.131 In this sense, Broadwood’s initial encounters with folk music 
might be situated within the cultural landscape of the English musical renaissance 
movement. As Gregory writes, “Reading between the lines, one can sense that Lucy 
and Herbert [Birch Reynardson] had jointly come to realize that there could be a 
renaissance of English national art music if it were re-rooted in folksong.”132 One part 
of the story of Broadwood’s subjectivation, then, must lie in the development of her 
famously rigorous and transparent approach to the documentation of folk music. 
 
Following the successful publication of Sussex Songs, Broadwood was approached in 
1891 by the influential music critic and scholar J. A. Fuller Maitland and the 
publisher Andrew Truer to co-edit a collection of songs that would be representative 
of all the English counties.133 The task of assembling songs for the collection fell to 
the two co-editors, Fuller Maitland and Broadwood. Broadwood gathered material 
via correspondence with local sources from different English counties, and by 
collecting songs first-hand in her own locality.134 De Val points out that Broadwood 
was scrupulously selective in her use of material gathered via correspondences, 
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frequently marking anything “that smacked of the music-hall or other ‘non-
traditional’ fare” as “‘pathetic songs’—probably meaning ‘useless’ rather than full of 
feeling.”135 De Val’s interpretation of the usage of ‘pathetic’ might be questioned; 
when Broadwood included the song “My Bonnie, Bonnie Boy” in her 1905 
presentation to the Musical Association, she introduced it as “the pathetic Dorian 
tune … which you will hear presently.”136 It is difficult to believe that she would have 
included the song in such a high-profile presentation if she truly believed it to have 
been ‘useless’. Her casual usage of the term ‘pathetic’ in this context might be taken 
to suggest that it formed part of her habitual vocabulary for the aesthetic 
characterisation of folk tunes. In her personal notes, Broadwood wrote that “the air 
[to “My Bonnie Bonnie Boy”] is a very fine one undoubtedly very old.”137 Her 
personal notes also show Broadwood’s knowledge of the air as it was printed in 
Petrie’s Ancient Music of Ireland, although the notes accompanying the song in 
English County Songs fail to mention Petrie’s collection, emphasising the song’s 
appearance in English collections instead, and listing the tune as belonging to the 
county of Hampshire (see Figures 5.16 and 5.17, below).138 
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Figure 5.16: “I Once Loved a Boy,” (“My Bonnie Bonnie Boy”) noted by Lucy Broadwood from Petrie, The Ancient 
Music of Ireland.139 
 
Broadwood had clearly yet to fully embrace the rigorous scientism for which she 
would become renowned later in her career. As Gregory points out, the contents of 
English County Songs were assembled in a “haphazard way,” and the editors were 
not above smoothing over some of the more problematic aspects of their brief to 
present songs that were representative of individual English counties.140 They wrote 
that: 
 
It is possible … to trace, in the songs of one group of counties, a family 
likeness, and to realize peculiarities of cadences, modulations, and the like, as 
undoubtedly characteristic of one part of England rather than another.141 
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Figure 5.17: “My Bonnie, 
Bonnie Boy,” as printed in English County Songs. 
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In some cases, this outlook even trumped empirical evidence surrounding the 
provenance of a song. For example, the editors stated that ““Ground on the Floor” 
was received as a Yorkshire tune, in spite of its obviously South-Country 
character.”142 They offered no elaboration on the specific musical features that led to 
this characterisation, and the only evidence to support its categorisation as a 
Cambridgeshire song seems to be the word of “another Yorkshire correspondent, to 
whom the song was only known by name.”143 In fairness to Broadwood and Fuller 
Maitland, they did acknowledge that: 
 
In no case is it asserted that a particular song is the exclusive property of a 
particular county, nor is it possible to assign any tune to any one county. … 
The arrangement here adopted, by which an attempt has been made to 
represent each county of England by at least one song, may seem an arbitrary 
one, since the county boundaries cannot be expected to confine the music of 
each shire to itself.144   
 
In addition, several of the notes accompanying individual songs in the collection 
refer to variations that were received from different counties.145 Nevertheless, their 
commitment to the organisational theme seemed to trump the spirit of transparent 
and earnest interpretation of the information that was available to them; if it had not, 
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Broadwood and Fuller Maitland would undoubtedly have abandoned the premise 
that English counties possessed representative styles and variants of folk songs, since 
it is plainly not borne out by the contents of the volume. 
 
If the scientism of Broadwood’s mature ethico-aesthetic position is underrepresented 
in English County Songs, the same cannot be said for her fascination with the social 
contexts surrounding the traditional performance of folk music—particularly those, 
such as the alehouses, to which she was denied access as a respectable Victorian 
woman. She and Fuller Maitland wrote that: 
 
strange as it may appear, the districts in which music is largely cultivated 
among the poorer classes are not those in which the old tunes are most 
carefully preserved and handed down. It is perhaps natural, after all, that 
young people brought up on the Tonic Sol-fa system, with all that it involves in 
the way of fatuous part-songs and non-alcoholic revelries, should turn up their 
noses at the long-winded ballads or the roystering ale-house songs beloved of 
their grandparents.146   
 
It is also worth noting, in this comment, that the aesthetic and structural otherness of 
folk music was emphasised by the editors in opposition to the standards of Western 
music education represented by the “Tonic Sol-fa system.” Broadwood was also 
evidently aware, even in the early 1890s, of the difficulties that female collectors of 
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folk music faced, in comparison to their male counterparts, since the theme was 
prominent in her correspondence with Sabine Baring Gould during the period 
leading up to the publication of English County Songs. Sabine Baring-Gould 
sympathised with her predicament in an 1892 letter, remarking that: 
 
I can understand the men being shy of singing to a lady, they think they are 
being laughed at, or else are simply shy as they would not be before a man, 
moreover they want grog to unlock their hearts, and refresh their memories, & 
a lady can hardly stand grog for them.147 
 
It is not surprising that notions of inaccessible male adventures and the aesthetic 
otherness of folk music should have been among the earliest aspects of Broadwood’s 
mature ethico-aesthetic position on folk music to have been folded in from the 
outside. The stark contrast in Victorian gender roles would have been apparent to her 
at least since adolescence, when her brothers were sent away to private schools, and 
later to Cambridge, while she and her sisters remained at home to be educated by a 
governess.148 She must also have been exposed to folk music and its modal 
characteristics from an early age, via the enthusiasm of her father and uncle. It is 
easy to imagine her beginning to associate the strangeness of folk music with the 
exciting, but exclusively male, adventures of her uncle and her relatively absent 
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father, while at the same time receiving a standard musical education in piano and 
singing along with her sisters.149 
 
The commentary provided by the editors on certain items in English County Songs 
evidences Broadwood’s characteristic interest in mythology, folklore, and 
superstition. For example, the Northumberland ballad “There was a Lady in the 
West” is described as “a late version of the well-known Riddle Myth, found in all 
mythologies,” in which the Lady’s three daughters avoid being taken by the devil 
(“Old Nick”) by correctly answering a set of nine riddles.150 Extensive notes were also 
provided on the rituals surrounding “wassailing,” “souling” and “Peace-Egging” 
songs, which were associated with particular festive occasions. Regarding one Peace-
Egging song, collected from Lancashire, the editors wrote that: 
 
The performers wear masks, and one of them is always an old woman … She is 
generally arm-in-arm with a shabby old man, who has his back stuffed out 
with straw. The “Singer-in” … starts first, and walks round by himself in a 
circle, singing the first verse. With each succeeding verse another joins him, 
until at last they are all singing and walking round, the old man and woman 
last. They stand still to sing the extra verse … and then run off with money and 
eggs to the next house. As in all performances of the kind, there is a tradition 
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in the memory of old inhabitants of much more elaborate ceremonies being 
gone through.151  
 
The children’s game song “Green Gravel” was interpreted by the editors as harking 
back to traditional mourning rituals. As they wrote: 
 
the suggested explanation of “green gravel” as a corruption of “green grave” is 
almost undoubtedly the right one. In the Scottish lowlands, about a hundred 
years ago, the attendants on a corpse newly laid out went out to the death-
chamber, returning into it backwards. Is there possibly a reference to this or 
a similar custom in the words “turn round your head” in this game?152 
 
Broadwood’s aptitude for comparative folklore is also foregrounded in the comments 
accompanying “The Barkshire [sic] Tragedy,” where she wrote that: 
 
This is one of the very many variants of the ballad usually known as 
“Binnorie,” which appears in different forms in many countries. The 
peculiarities of the English ballad are the presence of a third sister, not 
required by the story; the fact that the maiden was alive when she reached the 
mill; the brutal cruelty of the miller; the Crowner; the fate of the miller and 
the horrible ending of the elder sister. In The Scouring of the White Horse, 
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there is another ballad, which takes up the story at the point where the harper 
discovers the body and strings his harp with the maiden’s hair. In this 
instance, the instrument is a “fiddoll,” and the process of stringing is 
described most realistically.153  
 
Broadwood’s extensive research into folkloric practices is also evident in her notes to 
“The Mistress’s Health,” where she wrote that “When sung at harvest homes and the 
like, the singers, at the words “O is she so?” &c., carry candles up to the mistress as if 
to investigate her claims to be “the fairest of twenty.””154 The note accompanying the 
“Harvest Song” relates the details of a drinking ritual associated with the song: 
 
At the harvest suppers, up to some twenty years ago, while the guests were 
still seated at the table a labourer carrying a jug or can of beer or cider filled a 
horn for every two men, one on each side of the table; as they drank, this old 
harvest song was sung, and the chorus repeated, until the man with the beer 
had reached the end of the long table, involving sometimes thirty repetitions 
of the first verse. After this, the second verse was sung in the same manner.155 
 
Although there are numerous examples of Broadwood’s enthusiasm for the 
ritualistic, superstitious, and folkloric elements of the songs and their traditional 
performance contexts, the most outlandish and extensive editorial note accompanies 
                                                             
153 English County Songs, 119. 
154 English County Songs, 141. 
155 English County Songs, 151. 
269 
 
a Dorsetshire ballad called “The Twelve Apostles.” The editors assert that “in 
different forms it occurs in very many ancient and modern languages, from Hebrew 
downwards.”156 Although they suggested that “In the course of centuries, many of the 
sentences have degenerated into a mere meaningless jingle,” they attempt to provide 
some insight into the meaning conveyed by an imagined “original” version.157 
Drawing on historical sources for different versions of the song, and speculating 
about potential corruptions in the contemporary text, they argued that a number of 
spiritual and religious symbols lay hidden beneath apparently nonsensical lyrics. For 
example, the phrase “lilywhite maids” is taken as a reference to Christ and John the 
Baptist.158 Regarding the line “Five for the symbol at your door,” which had also 
sometimes been recorded as “Five for the thimble in the bowl,” the editors wrote 
that: 
 
It is difficult to resist hazarding a guess that the first of these is actually 
correct, and refers to the sign of the pentacle … very commonly inscribed on 
the threshold to keep away the evil one. … The reading of the Dorsetshire 
version, “flamboys all in a row,” or “under the brow,” may possibly be a 
corrupt version of the same.159 
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Regarding the musical characteristics of the songs in their volume, Broadwood and 
Fuller Maitland wrote relatively little, save for some general comments in their 
preface upon the “peculiarities of cadences, modulations, and the like” that they 
understood as defining the stylistic differences between different counties, and to 
emphasise their alien appearance to “young people brought up on the Tonic Sol-fa 
system.”160 One or two of the comments provided for individual tunes also serve to 
distance folk music’s formal characteristics and performance styles from those of 
contemporary art and popular music traditions. For example, a comment 
accompanying “Scarborough Fair” relates that “William Moat, a Whitby fisherman,” 
from whose singing the song was transcribed, “lays special importance upon the 
pauses, which, he says, should be ‘doddered’ and held very long.”161 The editors also 
wrote that, when singing the Worcestershire ballad “Sweet William”: 
 
The best singer when he has ended the song always turns to the audience, 
remarking emphatically “Till apples grows on and orange-tree.” Probably the 
usual custom of the old ballad-singers.162 
 
For Broadwood, as I have already discussed, the distinctiveness of folk music was 
expressed most characteristically in modal songs and tunes.  
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The affective otherness which characterised Broadwood’s experiences of folk music 
seems to have resulted from a number of milieu components that became folded into 
her affective disposition: her frustrations with the limits emplaced on the breadth of 
her experience by polite Victorian society’s moral codes and gender norms; her 
fascination with folklore, the occult, and the comparative study of religion; and her 
preference for the aesthetic distinctiveness of modal melodies. Each of these 
elements, it seems, is imbued with the affective allure of impossibility, which became 
focused and amplified through the audible intensity of folk music. It is as though the 
unspeakable roughness of the “rustic” men’s world, or the life of “the black sheep,” 
and the unthinkable logic of superstition were made accessible through the medium 
of folk music and its unfamiliar modes and cadences. To paraphrase Broadwood’s 
own words, spoken before the Musical Association in 1905, folk songs were, in her 
experience, ‘beautiful mysteries’. They constituted, recalling Roffe’s words, an escape 
from the limits of her individuality. Already, by the time English County Songs went 
to press, her youthful encounters with folk music, and with Victorian middle-class 
society at large, had produced foldings that formed the bedrock of her unique ethico-
aesthetic position on folk music. The mode of becoming, or subjectivation, that she 
would follow in pursuing the “new ways of being in the world, new ways of thinking 
and feeling, new ways of being a subject” that she glimpsed in the intensive 
experience of folk music was one of rigorous scientism. In this way, by 1905, 
Broadwood had left behind the relatively haphazard and opportunistic engagements 
with folk music that characterised her early career as a collector, and had earned her 
reputation as a meticulous researcher of folk music, and one of the foremost 
authorities in her field.  
 
272 
 
Conclusions 
 
The previous chapter offered the Deleuzian-Guattarian concept of minor musics as 
an alternative to the molar line that is drawn around traditional music when its value 
is defined according to the principle of cultural identity. In this chapter, I have 
developed Deleuze’s concept of the fold as an alternative to the principle self-identity 
in the understanding and valuation of traditional music. I have contrasted two 
tableaus, respectively, from the lives of Frank Kidson and Lucy Broadwood to 
develop a way of thinking about traditional music that connects its affective force to 
the continual production of difference in the context of individual subjectivity—what 
Deleuze referred to as subjectivation. Framed by the Deleuzian concept of the fold, 
my analyses of these tableaus have endeavoured to show how an ethico-aesthetic 
position emerges in the passage from virtual intensities, to actualised musical 
extensities, to sensations and affects that are modulated by the singular conditions of 
a musical encounter and the affective disposition of a subject, to becomings of 
thought, feeling and action. The relationship between a subject and traditional 
music, from this perspective, is best understood not in terms of identity, but in terms 
of affect and the production difference, or what Hulse calls “becoming-music.”163 
Traditional music performs the initial deterritorialization of subjectivity which opens 
up a new line of subjectivation—what Roffe calls the “moment of de-
individualization” that leads to “the constitution of new ways of being in the 
world.”164 
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Frank Kidson developed passions for history and landscape painting in his early life. 
Although he was introduced to folk music by his mother, it was not until he 
encountered it in his numerous painting expeditions that a real fascination with 
traditional songs and tunes began to take hold. No matter how skilled he became 
with his brush, Kidson would never be able to represent on canvas the melodies he 
encountered as he journeyed through the north of England. The power of music to 
intensify landscapes with unrepresentable affects moved Kidson to begin noting 
down songs and tunes as he travelled. This in turn seems to have become a focal 
point for his already close relationship with his mother, whose passing just before 
Traditional Tunes went in to print served, in turn, to compound and intensify his 
feeling for folk music. Collecting and researching folk music allowed Kidson to 
maintain an affective link to his mother after her passing, but it also similarly 
brought to presence the affects of anonymous people from eras long past, enriching 
his established passion for history with a new intensity. With every new folding-in of 
the outside, Kidson’s affective disposition was modulated and intensified, and when 
he spoke before the Musical Association in 1908, he articulated an impassioned 
manifesto on the vital power of melody and its value to those whose ears were open 
to it—even the organ grinders—in an epoch that was obsessed with harmonic 
innovation.  
 
Like Kidson, Broadwood also encountered folk music for the first time through 
family members during her childhood. In her case, both her uncle and her father 
dabbled in collecting folk songs from the local area around the family’s Sussex home. 
Her uncle, in particular, was captivated by folk music’s modal construction and its 
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other distinctive formal characteristics. The Broadwood household was a microcosm 
of the gender norms that were extant in Victorian society more broadly. The female 
children were educated at home by a governess, while their brothers attended 
boarding school and then Cambridge. Broadwood’s father was often absent due to his 
commitment to the family business and his various leisure pursuits, so it is easy to 
see how Broadwood would have begun to associate the strange melodies and 
cadences of the folk music that he loved so much with a world to which she was 
denied access. Broadwood initially began collecting and arranging folk songs with 
her cousin, taking a rather opportunistic and dilettantish approach in tidying them 
up for drawing room performance. As her interest in folk music deepened during the 
early 1890s, the broad range of her intellectual interests converged in her folk music 
research. Inspired by her reading of The Golden Bough, Broadwood began attending 
meetings of the Folklore Society, and her notes in English County Songs display a 
profound enthusiasm for the ritualistic and superstitious aspects of folk music’s 
historic performance contexts. A fascination with comparative religion and the occult 
was one of the many components to be folded into Broadwood’s affective disposition. 
In this fascination, Broadwood was among the many late-Victorian women seeking 
new ways of defining the gendered self. She was consistently aware of the limitations 
imposed by middle-class gender norms upon her ability to collect folk music. 
Likewise, she was no stranger to the fact that her status as a wealthy and educated 
individual distanced her from the everyday experience of the people from whom she 
collected. In folk music, Broadwood found an affective bridge into these worlds from 
which she was ordinarily debarred. In a way it allowed her to form connections with 
them that were all the more intense for having been lived through music, 
untempered by the muting effects that experience is well-known to have on the 
imagination. Her mode of passage along this affective bridge was, fittingly for an 
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intellectual of her time, rigorous documentary research and a scientific ethos when 
collecting in the field. This aspect of her ethico-aesthetic position emerged slowly 
over the course of her entire career, and continued to develop even after her 1905 
presentation, as she adopted the method of collecting folk music with a phonograph, 
which Percy Grainger had first pioneered in England during the early 1900s. In this 
sense, Broadwood’s subjectivation was driven by a conviction to arrive at rational 
and empirical knowledge of the worlds she had glimpsed in affect and imagination 
through folk music—to solve her ‘beautiful mysteries’. 
 
I have discussed Kidson and Broadwood’s relationships with traditional music in 
terms of the continual production of difference in their self-actualisations, but there 
is another common thread that links their experiences with folk music. For each of 
them, folk music brought to presence the affects of worlds and beings which were 
real yet which were beyond the scope of their ordinary capacities for experience. This 
is to say that it opened, for each of them, a window into the virtual, or drew a line 
between the virtual and a new actuality. Folk music allowed Kidson to feel the 
presence of people long since dead and forgotten, as well as the historical stories in 
which they were not even footnoted. For Broadwood, it provided a way to occupy an 
affective other-world, in which education, class, and gender were of pale significance 
next to the allure of rituals and raucous escapades. Of course, neither of these worlds 
was ever actually present; the actuality of Kidson’s history was as lost to him as that 
of Broadwood’s rustic ale-houses and village life was to her. However, these worlds 
were nonetheless real, in the sense that all virtualities are real, which is to say that 
they were instrumental in the actualisation of Broadwood and Kidson’s respective 
becomings. For Deleuze and Guattari, becoming is the constant and unpredictable 
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condition of existence in a world that is alive with affective encounters. There is a 
reality to becoming itself, even if the terms it enfolds are a-historical, imagined, or 
non-actual.165 
 
So far in this dissertation, I have followed a line of deterritorialization away from the 
molar line that equates traditional music with identity and have proposed 
alternatives to the concepts of communal identity and individual identity for 
understanding and valuing traditional music. However, as I argued in Chapter 3, the 
idea of tradition itself has been constructed in such a way that identity is continually 
reasserted as the defining value of traditional music. As long as the Sharpian 
principles of continuity, variation, and selection remain central to the idea of 
traditional music, it is relatively futile to postulate alternatives to the principle of 
identity. In the final chapter of this dissertation, I will return to the foundations of 
traditional music’s theoretical definition in Darwinian evolutionary theory to explore 
possibilities for a new way of understanding traditional music’s distinctive mode of 
production. 
 
 
 
 
 
                                                             
165 Deleuze and Guattari, A Thousand Plateaus, 238-40. 
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Chapter 6: From Chaos to Song: Towards a Rhizomatic 
Evolutionary Theory of Traditional Music 
 
Introduction 
 
So far in this dissertation, I have used concepts developed by Deleuze and Guattari to 
deterritorialize the dominant position occupied by the principle of identity in 
thinking about traditional music. This has been done, firstly, by examining ‘minor 
musics’, which undermine the totalising functions of the molar line that situates 
traditional music as an expression of cultural identity. Secondly, I have looked to the 
way folk music was folded into the lives of Frank Kidson and Lucy Broadwood, 
arguing that the relationship between individual subjectivities and traditional music 
is best understood as a form of deterritorialization and becoming, not representation 
or expression. In this final chapter, I begin to reterritorialize a creative approach to 
thinking about traditional music. This approach begins with an acknowledgement of 
what is most valuable and productive in the theory of traditional music that Sharp 
published in 1907. What has this way of thinking offered to musicians that has 
helped it to remain at the forefront of our theoretical understandings of traditional 
music for the last 112 years? What can Deleuzian philosophy do to extend and to 
multiply the creative possibilities that are inherent within this approach to 
traditional music? 
 
To explore these questions, I will return to the evolutionary foundations of Sharp’s 
theory of folk music. In 1907, Sharp drew upon Charles Darwin’s theory of evolution 
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to explain the way that folk music acquires its distinctive characteristics through the 
process of its transmission from one generation of musicians to the next. Sharp’s 
intention, as we have seen, was primarily to explain the way that national 
characteristics came to be embedded within folk music. In doing so, however, he also 
performed a fundamental shift in the way that folk music was understood by 
researchers and revivalists. Previous generations of intellectuals and musicians had 
often regarded the study of folk music as a kind of antiquarian science. For them, a 
folk song or tune was an object of historical interest which had ‘survived’ in a more or 
less corrupted form since its original creation. For Sharp, and for generations of 
adherents to his ideas, the variations that a traditional song or tune underwent in its 
passage through oral transmission were part of the dynamic and communal process 
of composition itself. The principles of continuity, variation, and selection meant that 
there could be no authoritative model for how a folk song should be performed; if 
different musicians took their musical inheritance in wildly different creative 
directions, then so much the better for the tradition itself. Although it was naturally 
informed by much work that had gone before it, Sharp’s theory opened the way for 
waves of twentieth and twenty-first century musicians to forge new routes from their 
inherited roots. 
 
Of course, this potential for radical and ongoing creative becomings to emerge within 
a tradition sits uncomfortably alongside the principle of identity, which Sharp’s 
theory was created specifically to emphasise. Although the Darwinian foundation of 
Sharp’s theory situated variation as the source of productive change, it also allowed 
for the principle of selection to determine the nature and direction of those changes 
that would be perpetuated into the future. Identity held sway in Sharp’s theory of folk 
music, since musicians would naturally be inclined to appeal to the sensibilities of 
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the community at large. As we have seen, this Darwinian model for understanding 
folk music has continually created the conditions for traditional musics to become 
attached to nationalist political agendas, or to be exploited by heritage and tourism 
industries. In the preceding chapters, I have challenged the status of identity as the 
defining principle in thinking about folk music. In this chapter, I will turn to the field 
of evolutionary theory to ask whether the creative potential and the uniquely 
decentralised model of authorship that are offered by Sharp’s theory can be retained, 
or even amplified, in a way of thinking about folk music that is not governed by the 
principle of identity. The field of evolutionary theory has undergone significant 
development and refinement since Sharp drew upon its resources in the early 
twentieth century. Since current theoretical definitions of traditional music are 
already grounded in evolutionary theory, should these not be expected to keep pace 
with developments in this field? Why adhere to an overly simplistic and outmoded 
model of evolutionary change, which has not been current in its original field since 
the early twentieth century? There is a lot of catching up to be done, it seems, and the 
outcomes may well be of profound consequence to the way that traditional music 
might be understood. 
 
I will begin by drawing upon the philosophy of Elizabeth Grosz. Grosz synthesises 
Darwin’s theory of sexual selection with concepts developed by Deleuze and Guattari, 
elaborating quite an unconventional ontology of music. Her ontology provides a 
fundamental shift in the way that traditional music might be theorised, moving away 
from the principle of identity and towards that of difference. Additionally, Grosz’s 
mobilisation of the concept of Umwelt, which was developed in the mid twentieth 
century by the evolutionary theorist Jakob von Uexküll, opens a way of thinking 
about the impact that a musician's external milieu can have upon the variations they 
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produce in a traditional song or tune. While Grosz’s Deleuzo-Darwinian ontology of 
music will provide a foundation for my theoretical framework, her theory is 
ultimately limited by its reliance upon Darwin as a source for evolutionary concepts. 
Even when it is framed as sexual, rather than natural, selection, Darwin’s theory of 
evolution conformed to the image of thought that Deleuze and Guattari called 
“arborescent.” Arborescent images of thought, like the Darwinian ‘tree of life’, 
proceed in a linear fashion, and diversify by means of a dichotomous branching 
pattern. However, if we look at the history of English traditional music since the 
revival of the early twentieth century, such a neatly ordered pattern of diversification 
hardly suits the chaotic reality. Instead, following Deleuze and Guattari, I propose 
that a rhizomatic image of thought allows for the complex interactions that have 
swept up traditional music over the last century or so. This image of thought is also 
much closer to contemporary ideas in the field of evolutionary theory than the 
Darwinian ‘tree of life’.  I will therefore develop this rhizomatic image of thought in 
connection with concepts from the contemporary field of evolutionary theory. The 
microbiological concept of horizontal transfer is discussed in connection with the 
passing of songs, tunes, techniques, and performance styles between culturally and 
geographically disparate traditions. Macro-evolutionary thinking is developed 
according to the principles of developmental systems theory, which offer multiple 
points of departure from the arborescent image of thought that currently 
predominates in theoretical definitions of traditional music. Although a fully 
elaborated theory is beyond the scope of this dissertation, I will at least take a few 
tentative steps in the direction of a rhizomatic way of thinking about traditional 
music, and will begin to build upon this approach by engaging some contemporary 
and emerging ideas from the field of evolutionary theory. By contrasting this 
approach with Sharp’s theory, I hope to demonstrate some of the advantages to re-
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orienting our theoretical understandings of traditional music in the twenty-first 
century, placing an emphasis on its virtuality, and leaving behind its problematic 
associations with identity. 
 
The Darwinian Core of Cecil Sharp’s Theory 
 
Like the eighteenth and nineteenth century Continental scholars of folk music and 
folklore by whose work he was influenced, Sharp imagined folk music as “a great 
tradition that stretches back into the mists of the past in one long, unbroken chain.”1 
However, his work also epitomised a contemporary shift in the way that European 
intellectuals were approaching the field of folk music. The maturation of the 
academic discipline of folklore towards the end of the nineteenth century had been 
accompanied by an increasingly critical discourse surrounding the romantic 
foundations of the discipline, as well as by the development of more rigorous 
approaches to the collection of folk music from oral sources. In 1893, for example, 
the folklorist Joseph Jacobs had denounced the foundational assumptions of the 
discipline of folklore, declaring that “when we come to realise what we mean by 
saying that a custom, a tale, a myth arose from the Folk, I fear we must come to the 
conclusion that the said Folk is a fraud, a delusion, a myth.”2 When England’s folk 
revival came into full swing in the early twentieth century, then, its nationalist 
elements could hardly expect unsupported claims that folk music represented a pure 
                                                             
1 Sharp, English Folk-Song, viii. 
2 Joseph Jacobs, "The Folk," Folklore 4, no. 3 (1893):233-38, 234. Also see Georgina Boyes, The Imagined 
Village: Culture, Ideology, and the British Folk Revival  (Manchester; New York: Manchester University Press, 
1993), 15. 
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form of racial expression to stand unchallenged, as their German predecessors had 
done in the mid nineteenth century. Even as the revival unfolded, it was necessary to 
argue for its legitimacy in an intellectual climate that valued more highly than ever 
the credibility of rigorous and transparent empirical enquiry. In this context, Sharp 
wrote in 1907 that: 
 
the work [of collecting folk music] is now being done in the right spirit, 
scientifically, accurately, and above all with a scrupulous honesty and 
conscientiousness; and this is scarcely the way in which it would have been 
approached a century or more ago. The eighteenth century musician had other 
notions, and was little disposed to trouble himself with any strict ethical 
considerations where the collecting and editing of the people’s music were 
concerned. The present day collector, however, sets up another and very 
different standard. He realises that his first and chief obligation is to record 
just what he hears, no more and no less, and that the value of his work will 
depend, and depend only, upon the truthfulness and exactness of his 
transcriptions.3 
 
Typically, for an intellectual of the Edwardian era, Sharp expressed a profound faith 
in conscientious scientific enquiry as the means for producing reliable knowledge of 
the world. While Sharp could quite easily defend the practice of collecting of folk 
music on the basis of the scientific ethos and the “scrupulous honesty and 
                                                             
3 Sharp, English Folk Song: vii. 
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conscientiousness” of its practitioners, his commitment to the national significance 
of folk music required a more elaborate justification. 
 
In particular, Sharp confronted a problem that had been the subject of sustained 
debate among European folklorists throughout the eighteenth and nineteenth 
centuries. Ever since the oral traditions of a country’s illiterate, rural populace had 
been conflated in the writings of the German romantics with the pure expression of 
national sentiments, questions regarding the origin of folk music and folk literature 
had been laden with political implications. For nationalist folklorists, the 
composition of folk literature and music must entail some kind of communal 
element, for, as their critics were never slow to point out, literature and music 
composed by individuals would express sentiments that were essentially personal, no 
matter how widely they came to be accepted. However, for critics like Jacobs, the 
notion of communal authorship was laughable. He argued that “The Folk is simply a 
name for our ignorance: we do not know to whom a proverb, a tale, a custom, a myth 
owes its origin, so we say it originated among the folk.”4 Furthermore, Jacobs argued, 
the recognition of individual authorship would necessarily carry implications for the 
assumed cultural significance of folklore, since: 
 
When we find similar customs in far-distant lands, we shall find it more 
difficult to suppose them to have originated independently, if we have to 
recognise that they arose with individuals. The probabilities of borrowing are 
                                                             
4 Jacobs, "The Folk," 235-36. 
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much greater if this fact is recognised. … The custom of junior right, say, could 
have independently arisen in England, if England had been isolated for all 
time. But if England is in culture-contact, mediate or immediate, with 
countries where junior right exists, it becomes a race between independent 
origin and borrowing; and to assume independent origin is to bet against the 
bank of Time with its unlimited means.5 
 
As I briefly mentioned in Chapter 3, Sharp threw his support behind the thesis of 
communal origins. Of course, he was hardly the first to argue for the status of folk 
music as a communal creation in Anglophone discourse. As early as 1866, Carl Engel 
had asserted that: 
 
The people collectively may not improperly be considered as the actual 
composer of its national tunes. A short melody extemporized in a moment of 
extraordinary emotion, by some one musically gifted, is, if impressive, soon 
taken up by others, further diffused, and thus traditionally preserved. In the 
course of time it generally undergoes some remarkable modifications; it, so to 
say, undergoes a process of composition, until it has attained those conditions 
which insure it a generally favourable acceptance by the nation to whom it 
appertains.6 
                                                             
5 “The Folk,” 236. 
6 Carl Engel, An Introduction to the Study of National Music: Comprising Researches into Popular Songs, 
Traditions, and Customs (London: Longman, Green, Reader and Dyer, 1866), 12-13. 
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Sharp’s contribution to the thesis of communal origins was not to originate the idea 
that the process of oral transmission might drive a teleological development of its 
objects towards an ideal, ‘national’ form. Rather, it was to fully expound the elements 
and the stages involved in this process, and, crucially, to legitimise them by drawing 
on the vast intellectual capital of one of the previous century’s most profound 
scientific developments—Darwin’s theory of evolution by means of natural selection. 
 
Sharp stated, in the introduction to English Folk-Song: Some Conclusions, that his 
main theoretical concern would be “the evolutionary origin of the folk-song.”7 As I 
demonstrated in Chapter 3, Sharp proposed that there were three principles 
governing the oral transmission of folk music: continuity, variation, and selection. 
For Sharp, the interaction of these principles in the oral transmission of traditional 
music supported two propositions which were vital to the project of English musical 
nationalism. Firstly, they explained the way that any given folk song or tune could be 
regarded as the product of a communal, rather than an individual, process of 
composition. Secondly, they supported the assertion that folk music evolved, over 
time, in such a way that it eventually came to reflect the ideals of the community 
among whom it was transmitted. So far in this dissertation, I have mapped the way 
that these principles bind together the concepts of traditional music and cultural 
identity. Returning to Sharp’s theory in this final chapter, I want to give some 
                                                             
7 Sharp, English Folk Song: x. 
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attention to the outcomes of his work that have been most valuable over the last 
century or so. 
 
By placing continuity, variation, and selection at the heart of his theory, Sharp 
emplaced the conditions for a profound deterritorialization of the concepts of 
authorship and of the musical work as they had existed throughout most of Western 
music’s recorded history. Guided by these principles, traditional musicians have been 
able to exercise their creativity within a musical field—one with long-established 
cultural capital—without the burden of either creating, and justifying, an entirely 
new and original work, or of bearing sole responsibility for its ultimate form. As 
illustrated by the examples from Anglophone folk music of the twentieth century that 
I will discuss, below, the result of these liberties has not been the “insistence of type” 
that Sharp envisioned, but rather a proliferation of innovative, resourceful, and 
experimental musical becomings. Theorising folk music according to the principles 
of continuity, variation, and selection will, as I have argued, always create a tendency 
for musical traditions to be defined in terms of their capacity to represent cultural 
identities; this, after all, was precisely the purpose for which Sharp created his theory 
in the first place. Having said this, it would be an act of cultural vandalism to wholly 
dismiss a theory that so beautifully opens the concept of a musical work to ongoing 
change, and which provides a genuinely decentralised model of authorship with 
proven functionality in both amateur and professional musical production. The 
problem with Sharp’s theory, which makes its objects so easily co-opted by popular 
nationalist movements, is that it is far too simple. It borrowed evolutionary 
principles at a time when our understanding of evolution was only a fraction of what 
it has since become, and when dangerous misunderstandings abounded concerning 
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the implications of evolutionary theory for the nature and structure of human 
cultures. What I propose, then, is that Sharp’s theory of folk music should not be 
rejected entirely, as critics like Harker have suggested. Rather, it needs to be brought 
into contact with current ideas in the fields of evolutionary theory, cultural theory, 
and the philosophy of music, if it is to be mobilised in a more responsible and 
productive way. To begin reimagining an evolutionary theory of folk music, I will 
turn first to the work of Elizabeth Grosz, whose synthesis of Darwin’s theory of 
sexual selection and Deleuze and Guattari’s philosophy shifts the notion of 
evolutionary continuity away from the principle of identity and Sharp’s ideal of the 
“insistence of type,” emphasising instead the ongoing generation of difference.  
  
Grosz’s Deluezo-Darwinian Ontology of Music 
 
In 2007, Grosz was invited to give the annual series of Wellbek Library Lectures in 
Critical Theory at the University of California, Irvine. Her lectures were published 
the following year under the title Chaos, Territory, Art: Deleuze and the Framing of 
the Earth.8 Although I am primarily concerned in this chapter with her second 
lecture, in which Grosz unfolds a strikingly original ontology of music, some 
explanation of the approach to art in general that she develops from the work of 
Deleuze and Guattari in the first lecture is necessary. Firstly, Grosz establishes a 
fundamentally Deleuzian approach to art, by asserting that it is defined not by 
representation but by the generation of affects and intensities.9 Reiterating the 
                                                             
8 Elizabeth Grosz, Chaos, Territory, Art, vi. 
9 Chaos, Territory, Art, 3. 
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argument unfolded by Deleuze and Guattari in their final collaboration, What is 
Philosophy, Grosz asserts that philosophy, art, and science—though they are distinct 
fields that involve different aims, methods, and products—all share a fundamental 
orientation to and relationship with chaos. Chaos, she writes, “may be understood 
not as absolute disorder but rather as a plethora of orders, forms, wills—forces that 
cannot be distinguished or differentiated from each other, both matter and its 
conditions for being otherwise, both the actual and the virtual indistinguishably.”10 
For Deleuze and Guattari, art, science, and philosophy are modes of thinking, within 
which chaos can be confronted and harnessed so as to extract or produce something 
that is capable of stimulating becomings in human thought, feeling, perception, or 
action. The concepts created by philosophy, the functions created by science, and the 
affects created by art, Deleuze and Guattari argue, all serve to deterritorialize the 
network of opinions and assumptions (“Urdoxa”) that people ordinarily use to shield 
themselves from the incomprehensibility of chaos.11 On this premise, art can only be 
regarded as art insofar as it works against identity. It territorializes elements from 
the chaos that it confronts in such a way that they can be made to resonate with 
perceiving bodies, facilitating new ways of feeling (affects) and of perceiving 
(percepts). Art, for Grosz, as for Deleuze and Guattari, does not represent a people, 
but rather calls forth a “people to come.”12 
 
Beginning from this conception of art as a mechanism that enhances and multiplies 
the possibilities for difference that exist within life, Grosz connects Deleuze and 
                                                             
10 Chaos, Territory, Art, 5. 
11 Deleuze and Guattari, What is Philosophy?, 201-03. 
12 Grosz, Chaos, Territory, Art, 77. Also see Deleuze and Guattari, What is Philosophy?: 218. 
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Guattari’s philosophy with Charles Darwin’s theory of sexual selection. As she puts it, 
the forms of display that Darwin saw as being characteristic of sexual selection all 
affirm “the capacity of both matter and life to exchange with each other, to enter into 
becomings that transform each.”13 Grosz follows Darwin in conceiving of music as 
preceding language, “the direct result of sexual selection not of natural selection.”14 
As she argues: 
 
Music has survived … not because it is reducible to something useful or 
practically relevant in everyday life, precisely because it is not useful but 
serves the vaguer purposes of evocative intensification and pleasure. Music 
develops and survives not because it bestows upon us, its agents and listeners, 
some direct advantage but because it is pleasing and thus serves to attract 
others to us and us to others.15 
 
As Grosz acknowledges, the field of evolutionary theory has long been divided on the 
question of music’s place in human development. If, as Herbert Spencer argued, 
music was developed by humans as an indirect outcome of language, then it would be 
more appropriately considered as a product of natural, rather than sexual, 
selection.16  The premise that music functions according to the logic of natural 
selection is implied in Sharp’s theory of traditional music, which held that the form 
                                                             
13 Grosz, Chaos, Territory, Art, 7. 
14 Chaos, Territory, Art, 31. 
15 Chaos, Territory, Art, 36. 
16 Chaos, Territory, Art, 30-31. 
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in which a folk song or tune would be perpetuated in oral tradition would be 
determined by the selection pressure embodied in the prevailing tastes among the 
community to whom it belongs. In this model, “insistence of type” would indeed be 
characteristic of continuity in the transmission of traditional music.17 Grosz’s 
position on this debate is influenced by her commitment to a Deleuze-Guattarian 
concept of art as an engine of difference, rather than a representation of identity. In 
seeking an alternative evolutionary theory of traditional music, then, it makes sense 
to begin with Grosz’s argument for music as a product of sexual selection. However, 
my preference for Grosz’s ideas as a starting point for thinking about the 
evolutionary logic of traditional music is not merely a matter of theoretical 
convenience. Looking back over the last century or so of England’s folk revival, as I 
will argue, below, the impression that overwhelmingly presents itself is nothing like 
“the insistence of type” envisioned by Sharp. On the contrary, it evidences a much 
stronger affinity to “the opening up of life to the indeterminacy of taste, pleasure, and 
sensation … the production of the frivolous, the unnecessary, the pleasing, the 
sensory for their own sake,” that is suggested by Grosz’s interpretation of Darwin’s 
theory that music originated as a product of sexual selection.18 Ultimately, however, 
my goal in this chapter is not to weigh in on the debate surrounding music’s 
evolutionary origins, but rather to begin exploring some of the possibilities for 
theorising traditional music that Grosz’s ontology facilitates. 
 
                                                             
17 Sharp, English Folk-Song, 16. 
18Grosz, Chaos, Territory, Art, 6-7. 
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There is something fundamentally architectural about all the arts, Grosz argues, 
since they are established by an initial territorialization, the creation of an interior 
order, a composition, that is distinct from, but connected to, a chaotic exterior.19 As 
she puts it: 
 
Territory frames chaos provisionally, and in the process produces extractable 
qualities, which become the materials and formal structures of art. … The 
earth can be infinitely divided, framed, territorialised. But unless it is in some 
way demarcated, nature itself is incapable of sexualising life, making life 
alluring, lifting life above mere survival. Framing is how chaos becomes 
territory. Framing is the means by which objects are delimited, qualities 
unleashed and art made possible.20 
 
Music, for Grosz, is a territorialization performed by living organisms, by means of 
which they compose and intensify affective elements and sensational qualities from 
the worlds they inhabit. However, an organism does not exist in simple opposition to 
the absolute chaos of its exterior. Drawing on the work of the Estonian biologist, 
Jakob von Uexkull, Grosz points out that an organism inhabits an Umwelt, a 
“Lifeworld” composed of those perceptive and affective elements within its 
environment to which the organism has become most keenly attuned.21 The concept 
of an Umwelt is built upon an extended conception of the subject of evolution. For 
                                                             
19 Chaos, Territory, Art, 10. 
20 Chaos, Territory, Art, 16-17. 
21 Chaos, Territory, Art, 40. 
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Uexkull, discrete species are not the entities which alone undergo evolutionary 
changes but are bound up with their environments and with other species in co-
evolutionary processes.22 Because of this, as Grosz writes, an organism is not: 
 
immersed wholesale in a given milieu, but at best engages with certain 
features that are of significance to it, that counterpoint, in some sense, with its 
own organs. Each organism in every species is surrounded by its Umwelt, an 
“island of the senses” (Uexkull 2001a:107) that is always a considerable 
simplification of the information and energy provided by any milieu.23 
 
Just as a spider’s web might be considered as a kind of “spatial counterpoint to the 
movements of the fly,” so too is a musical creation developed in reference to those 
elements and qualities of a musician’s Umwelt which they are able to capture, to 
compose, and to intensify.24 To apply this concept in thinking about the evolution of 
traditional music, it would first be necessary to acknowledge that the formal 
characteristics of a tune are not the sole subject of change, as would be the case 
under a Sharpian understanding. The dominant position given by Sharp to ‘selection 
by the community’ would be destabilised, since communal tastes would form part of 
the Umwelt under consideration and would therefore need to be considered as bound 
in contrapuntal, co-evolutionary relations with formal musical characteristics, as well 
as all kinds of non-musical conditions. It would also be necessary to consider not just 
                                                             
22 Chaos, Territory, Art, 40. 
23 Chaos, Territory, Art, 40-41. 
24 Chaos, Territory, Art, 40-41. 
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the historical tradition with which a particular iteration of a song or a tune is 
associated, or the mere presence of variation in relation to traditional norms, but also 
to ask how each iteration of the song or tune territorializes certain elements and 
qualities external to the historical tradition and the community who produced the 
song, and to ask how a given musician has become attuned to those particular 
influences that are enfolded into the song. 
 
Before I develop this line of thinking through a musical case study, I will briefly 
summarise the points of departure from Sharpian thinking about traditional music 
that Grosz’s Deleuzo-Darwinian ontology of music offers. First of all, if music’s 
affective force, and our receptiveness to it, have evolved from courtship rituals, then 
it is possible to establish that the basic orientation of thinking about traditional 
music in this way is not directed towards the expression of identity, but towards the 
attraction of difference, and the generation of further differences. As Grosz points 
out, sexual difference and sexual selection were among the earliest upheavals in the 
history of life and constitute “the very machinery for guaranteeing the endless 
generation of morphological and genetic variation, the very mechanism of biological 
difference itself.”25 Continuity, in this model, would therefore not be characterised by 
the insistence of types, but by their proliferation. Secondly, the two theories suggest 
fundamentally different relationships between a tradition’s interiority and its 
exterior milieu. Sharp’s notion of a “community” was grounded in racial, or at least 
cultural nationalist, terms, where the distinctiveness of a musical tradition was 
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ensured by the way that it constructed and maintained borders between itself and its 
musical-cultural others. Thus, as he put it: 
 
The Celt, will, in all probability, be attracted by those variations which are 
primarily sensuous, and which satisfy his somewhat ornate feeling for beauty; 
whilst in the case of the Anglo-Saxon those variations which make for self-
expression will be given preference.26 
 
For Grosz, a musical tradition, operating according to the logic of a Deleuze-
Guattarian territory, would generate its distinctiveness by continually enfolding 
‘chaotic’ elements—deterritorialized components of exterior orders—from its milieu. 
In this model, distinctiveness is not constructed and maintained as a majoritarian 
self-identity, but is perpetually generated, in the minoritarian mode, as a singular 
becoming. Finally, considering the co-evolutionary processes at work between the 
components of a musical tradition and the components of its Umwelt destabilises 
and complicates the Sharpian model of musical expressions being shaped in 
response to the selection pressure of a community’s tastes. 
 
To develop these ideas, I will turn to Davy Graham’s 1963 interpretation of the 
Anglo-Irish ballad, “She Moved through the Fair.” Born in Leicestershire in 1940 to a 
Guyanese mother and a Scottish father, Graham became notorious in the folk revival 
of the 1960s for the eclectic fusion of traditional and contemporary musical styles in 
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his compositions and arrangements for solo steel-string acoustic guitar. Graham’s 
1963 performance of “She Moved through the Fair” at the Troubadour in Earl’s court 
has been cited by later generations of folk guitarists, including John Renbourn and 
Martin Carthy, as a defining moment in the twentieth century development of folk 
guitar styles.27 Although Graham recorded several variations on the arrangement 
throughout his fragmented musical career, I will base the following discussion on his 
performance for Britain’s Tonight show in 1963, which can be streamed on 
Youtube.28 The performance follows a ternary structure, with the opening and 
closing sections consisting of a relatively transparent arrangement of the ballad tune, 
and the middle section opening out into an improvised, raga-like odyssey, 
characterised, as John Kimsey notes, by “‘Indian’ features such as a droning tonic, 
scalar improvisation over the drone, use of sympathetic strings, quarter-tone 
tensions, elaborate pitch bending, and sinuous polyrhythms.”29 The performance is 
prefaced by the host’s comment that “Davy Graham has a theory that there is a 
connection between Oriental music and the folk music of Ireland, and, to prove this, 
he’s going to play for us his own variation of the Irish melody, “She Moves through 
the Fair [sic.].”30 
 
It would be possible to account for Graham’s interpretation of “She Moved through 
the Fair” using the principles of Sharp’s theory of traditional music. Graham received 
                                                             
27 John Kimsey, "“She Moved Thru' the Bizarre”: Davy Graham and Irish Orientalism," Popular Music and 
Society 37, no. 4 (2014):444-63, 444-45. 
28 Davy Graham, "She Moved through the Fair," Youtube, https://www.youtube.com/watch?v=CYABfZ7HMhM. 
29 Kimsey, "Davy Graham," 445. 
30 Graham, "She Moved through the Fair". 
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the piece from an existing source (continuity) and introduced variations into his 
performance of it (variation). His various performances of the tune reached a wide 
audience, which included most of Britain’s future leading folk musicians. To the 
extent that they adopted or developed his stylistic innovations in their own 
interpretations of traditional music, these became part of English folk music’s 
traditional sound, which consequently changed in a way that was representative of 
the community’s prevailing tastes and ideals (selection). However, turning to Grosz’s 
Deleuzo-Darwinian approach, it becomes apparent that Sharp’s model of theorising 
the dynamics of traditional music elides much more than it reveals. 
 
To demonstrate the necessity of a different approach, I will sketch a cartography of 
“She Moved through the Fair” as a musical territory in relation to the Umwelt 
inhabited by Graham during the early 1960s. The first written record of the ballad 
was published in 1909, Herbert Hughes’ Irish Country Songs. The text was 
composed by the poet Pádraic Colum, who adapted it from fragments of a traditional 
ballad that he collected in County Donegal.31 The resemblances between Colum’s 
song, in both its tune and its text, and a number of similar ballads that have long 
been extant in Irish traditional singing have been wryly noted by Paddy Tunney, in 
his autobiography.32 From Tunney’s description, it would appear that Colum might 
be appropriately acknowledged as the text’s arranger, rather than its author. In the 
                                                             
31 Herbert Hughes, Irish Country Songs (London, Paris, Bonn, Johannesburg, Sydney, Toronto, New York: 
Boosey & Hawkes, 1909), 46. 
32 Paddy Tunney, The Stone Fiddle: My Way to Traditional Song  (Dublin: Gilbert Dalton, 1979), 152-54. 
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introduction to Irish Country Songs, Hughes mused upon the complex nature of 
determining a song’s historical and geographical provenance, writing that: 
 
while all of these melodies have been gathered in Ireland, I do not claim that 
they, or their “traditional” words, are of necessity indigenous to Ireland … it 
takes a comparatively short space of time for an imported song to receive the 
impress of local idiom and characteristic so strongly as to deceive the unwary 
collector into believing he has alighted on some native and unfamiliar melody. 
The constant migration between England and Scotland and Ireland during the 
harvesting season accounts in a very large measure for the continuous 
importation and exportation of country ballads.33 
 
Hughes emphasised the traditional roots of the songs in his collection, but he 
selected only those melodies which conformed, more or less, to Western equal 
temperament, and arranged them in the style of Western art song for voice and 
piano.34 It was in this form that “She Moved through the Fair” was first recorded by 
the Scottish tenor Sydney MacEwan in 1936. Kimsey suggests that it was in fact 
MacEwan’s friend and mentor, Count John McCormack, who initially popularised 
Hughes’ setting of the song during the early twentieth century, although McCormack 
did not record it himself until 1941.35 “She Moved through the Fair” found its way 
back into the folk music stratum via McCormack’s recordings, which served as 
                                                             
33Hughes, Irish Country Songs: v. 
34 Irish Country Songs, vi. 
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inspiration for the Irish Traveller musician, Margaret Barry. Born in 1917, Barry 
began her career as a street musician in Ireland at the age of 16, after leaving her 
family in the wake of a disagreement. In 1953, she encountered the influential 
ethnomusicologist Alan Lomax in 1953, who was visiting Ireland from the U.S.A. in 
search of authentic performers of traditional music.36 Lomax conducted extensive 
interviews with Barry, recording several ballads, in addition to her reflections on 
music, love, lipstick, and the loss of teeth.37 Following her interview with Lomax, 
Barry was invited to London to perform at the Royal Festival Hall before an audience 
of 3,600 people, and entered a new phase of her career as one of the leading lights of 
Britain’s mid-twentieth century folk revival.38 Coming from a family of travellers, 
performing rough and ready renditions of folk songs while accompanying herself on 
the tenor banjo, and styling herself as “the Queen of the Gypsies,” Barry represented 
the epitome of an authentic folk musician for enthusiasts of traditional music in 
London.39 She performed “She Moved through the Fair” for Lomax and David 
Attenborough’s BBC series Song Hunter, and, as Attenborough later recalled, “left 
her banjo under the studio lights, so when she came to sing … not a string was in 
tune and she had taken her teeth out.”40 When the British journalist Karl Dallas 
                                                             
36 Frank McNally, "The voice of Ireland – An Irishman’s Diary about Margaret Barry and Alan Lomax," The Irish 
Times, https://www.irishtimes.com/culture/heritage/the-voice-of-ireland-an-irishman-s-diary-about-margaret-
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recording.jsp;jsessionid=D5BE89153AA64ABE4B4C29936839018C?d-446288-p=2. 
38 ———, "The voice of Ireland – An Irishman’s Diary about Margaret Barry and Alan Lomax". 
39 Alex Gallacher, "She Moved Through The Fair: The Legend Of Margaret Barry," Folk Radio, 
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40 Julian May, "Sir David Attenborough: "My life and travels with music"," Wanderlust, 
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asked her during an interview where she had first learned the traditional Irish ballad 
“She Moved through the Fair,” Barry gave the surprising answer that she had learned 
the tune from a gramophone recording made by John McCormack. 
 
It seems likely, in light of the tune Graham used as the basis for his interpretation of 
“She Moved Through the Fair,” that Margaret Barry was one source of inspiration for 
his 1963 arrangement. Kimsey argues that Graham’s ‘theory’ concerning the 
connection between Irish traditional music and “the music of the Orient” might be 
traced to Hughes’ Irish Country Songs.41 In his preface to the volume, Hughes had 
articulated a kind of “Irish Orientalism” that, like the resonances between Irish and 
Indian culture that have been imagined by nationalists from both countries (such as 
W. B. Yeats and Rabindranath Tagore, for example), equated the distinctive 
expressions of both Irish and ‘Oriental’ peasants with a defiance of British 
imperialism. This imperialism was represented in Hughes’ thinking by the “tyranny” 
of Western equal temperament.42 As Kimsey writes: 
 
If escaping the tyranny of temperament is the secret agenda of Irish country 
music, then Graham serves it honourably with “She Moved through the Fair.” 
As Carthy notes, part of what distinguished Graham’s rendition of the song 
was its lack of fixed chords or standard fingerstyle pattern-picking, the theme 
and its variations being played against first one droning string and then 
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300 
 
another, with lots of bluesy bends, pull-offs, and passing tones complicating 
the tonal texture.43 
 
Kimsey is correct that it is certainly possible for Graham to have been familiar with 
Hughes’ argument in Irish Country Tunes, particularly considering his father was 
both a teacher of Gaelic and an amateur singer.44 However, as he points out, it is 
impossible to support this assertion with direct evidence, and, in emphasising the 
imagined links between the traditional music of Ireland and that of India, Kimsey 
overlooks a number of other influences upon Graham’s interpretation of “She Moved 
through the Fair” which are evident in both his performance technique and his 
arrangement of the melody. 
 
Beginning from the notion that Graham had received the tune from Hughes’ 
collection, the substantial differences between the basic melody that is developed by 
Graham and the one arranged by Hughes beg some explanation. The opening line of 
the tune, as printed in Irish Country Songs (see figure 6.1, below) arrives at the 
subdominant (Ab) after an ascending triplet passage from the tonic (Eb) and reaches 
a sustained note on the dominant (Bb) via an unadorned syllabic line in straight 
crotchets. 
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Figure 6.1: Excerpt from “She Moved through the Fair,” as printed in Irish Country Songs. 
 
Graham's arrangement introduces considerable variation into this opening line, but 
it is striking to note that his first ornament is nearly identical with the one which was 
sung by Barry in her recording of the song for Alan Lomax. Rather than following the 
syllabic arrangement printed by Hughes, Barry furnishes the subdominant note 
(accompanied by the word “young”) with an ornamental figure, known in Irish 
traditional music theory as a casadh, that extends the first note of the bar so that it 
slurs up from the subdominant to the dominant and then back, before sliding 
immediately into the word “love” on the mediant. Although Graham's arrangement 
of the tune begins with the triplet figure printed by Hughes, he ornaments the 
subdominant with the same casadh sung by Barry. The blending of elements that 
were characteristic of Barry's performance of “She Moved through the Fair” with 
those that were printed by Hughes in these opening moments of Graham's 
arrangement seems to suggest a kind of musically coded acknowledgement of both 
sources. Graham would have been 13 or 14 years old when Barry was invited to 
England by Lomax in 1953, and she had become an established presence in the 
London folk music scene by the time Graham released his debut album in 1962. 
Shirley Collins, who collaborated with Graham on the seminal 1964 album Folk 
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Roots New Routes, later recalled that when Graham first played “She Moved through 
the Fair” for her, it was “a song [she] knew well from the singing of Margaret 
Barry.”45 It is almost impossible to believe that Graham was himself ignorant of 
Barry's performance of the tune. 
 
Leaving aside the multiple sources from which Graham is likely to have received the 
tune itself, the real distinctiveness of his arrangement of “She Moved through the 
Fair” results from the way that it synthesised a vast range of contemporary musical 
influences. As Kimsey points out, Graham was influenced by the collaborations 
between Yehudi Menuhin and Ravi Shenkar, and his use of modal improvisation 
drew upon the work of jazz musicians like John Coltrane.46 Rob Young illustrates a 
different set of musical influences that flowed into Graham's playing, pointing out 
the significance of English steel-string guitar pioneer Steve Benbow for folk 
musicians during the 1950s.47 As Young points out, Benbow had been stationed in 
Egypt for his National Service in 1954, two years before to the outbreak of the Suez 
Crisis. During his uneventful Service, Benbow familiarised himself with Greek and 
Egyptian musical traditions, as well as with the jazz and popular styles that he picked 
up on Forces' Radio. Achieving success in the popular and folk music scenes upon his 
return to England, Benbow became an important musical influence for the young 
                                                             
45 Shirley Collins, All in the Downs: Reflections on Life, Landscape, and Song (London: Strange Attractor, 2018), 
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46 Kimsey, "Davy Graham," 445. 
47 Rob Young, Electric Eden: Unearthing Britain's Visionary Music (London: Faber and Faber, 2010), 162. 
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Davy Graham. One tune, in particular, helped to shape the younger guitarist’s 
developing style. Young writes that: 
 
One of Benbow's favourite tunes, learnt on the shores of the Suez Canal, was a 
Greek rembetika song called 'Misirlou'. Rembetika is a harsh folk form 
peculiar to Greece, the product of the country's nineteenth-century social 
underclass, often dealing with grief, passion, loss, crime, alcohol and drugs. 
'Misirlou' means 'Egyptian Girl'—its derivation denoting that the heroine is 
Muslim rather than Christian—and the song is an erotic hymn to 
miscegenation, about a love that breaks both faith and racial taboos.48 
 
Although it is not clear when Graham developed his own arrangement of “Misirlou,” 
its inclusion in a live recording from 1967, which also featured a variation of “She 
Moved through the Fair,” suggests that he worked on both pieces at around the same 
time during the mid-1960s.49 Among the other influences that Young identifies in 
Graham’s guitar style are the modal jazz experiments of Miles Davis and other “bop” 
jazz musicians, flamenco, Persian love songs, and Elizabethan lute music.50 He also 
suggests that Graham developed the DADGAD tuning system, in which he arranged 
                                                             
48 Electric Eden, 162. 
49 Young mistakenly suggests that “Misirlou” was released on Graham’s 1963 album, The Guitar Player, but in 
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50 Electric Eden, 164 
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“She Moved through the Fair,” so that he could “slip into jam sessions with Moroccan 
[oud] players” while he was living in Tangier in 1962-63.51   
 
Having established some knowledge of the provenance of “She Moved through the 
Fair” prior to Graham’s 1963 arrangement, as well an appreciation of the multiple 
contemporary influences that were drawn into the arrangement, it is now possible to 
illustrate some of the insights that the example offers for theorising traditional 
music’s mode of production. The tune’s provenance exhibits a great deal more 
complexity than Sharp’s principle of ‘continuity’ allows. Not only are there multiple 
possible sources from which Graham might have received different versions of the 
tune—the printed version in Irish Country Songs, the recordings of the tune as an art 
song by John McCormack and Sydney MacEwan, and Margaret Barry’s recordings, 
broadcasts, and live performances of the song—but these sources all represent 
different musical traditions. The tune and the text of the song printed in Irish 
Country Songs were assembled by Padraic Colum and Herbert Hughes from the 
Anglo-Irish ballad tradition that was extant in County Donegal during the early 
twentieth century. Hughes arranged the song for tenor and piano in the style of the 
Western art music tradition, and it was recorded in this style by John McCormack 
and Sydney MacEwan. Barry learned the song from McCormack’s recording, and 
created her own variation, accompanied by tenor banjo in the style of Irish Traveller 
musicians and featuring elaborate vocal ornamentation that is reminiscent of the 
sean nós style of Irish traditional singing. In this short abstraction from the song’s 
passage through the twentieth century, there are clearly multiple strands of 
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continuity. These multiple strands of continuity are not confined to any one musical 
tradition or social stratum, but are rather more like lines of flight, carrying elements 
from one social stratum or musical tradition into another. 
 
It is also apparent that each iteration of the song introduced a degree of variation 
that calls into question the “insistence of type” predicted by Sharp’s theory. Of 
course, Sharp’s theory allowed for variation to play an important role in the evolution 
of traditional music, but he positioned it as subordinate to the principles of 
continuity and selection. What the brief cartography of “She Moved through the Fair” 
outlined above suggests, is that, far from being an exception, variation appears in fact 
to be the norm—an unavoidable consequence of the song being picked up by a 
particular person, in a particular place, at a particular time. The concept of Umwelt 
provides a better explanation as to the source of these variations than Sharp’s notion 
that singers altered their tunes due to forgetfulness, or in rare cases due to the 
inspiration of a particularly gifted performer. Each performer who took up “She 
Moved through the Fair” inhabited their own “island of the senses”—a territory 
composed of those elements in the wholesale complexity of reality to which they had 
become most keenly attuned. For Hughes and Colum, this Umwelt would have 
included British and Irish ballad traditions, as well as the historical interchanges 
between them, the Irish nationalist movement and its ideological resonances with 
parallel movements in the Indian subcontinent, and the composition of the public 
audience for their volume, who would have possessed both a familiarity with the 
aesthetic conventions of drawing-room art song as well as an affective fascination 
with the exotic characteristics of Irish traditional singing. Barry inhabited an Umwelt 
comprising the instrumental and singing conventions of Irish Travellers, the Western 
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art song style represented in McCormack’s records, the traditional music styles of the 
Irish diaspora in London, and the prevailing interests and tastes of folk music 
specialists and enthusiasts in English and American academic and popular cultures. 
Graham’s Umwelt was, again, composed of its own distinctive set of elements, 
including classical, flamenco, and American blues/folk guitar styles, the aesthetics 
and ideals of the Gaelic revival, the oud-playing of Moroccan musicians, Benbow’s 
interpretation of Greek folk music on the guitar, the modal experiments of avant-
garde jazz musicians, and the cross-cultural collaborations between Western and 
Indian classical musicians. The singular composition of the Umwelts inhabited by 
Hughes and Colum, Barry, and Graham, respectively, determined the affective 
palettes available to them when they took up the “She Moved through the Fair.” As 
Grosz writes: 
 
Organisms are sense-bubbles, monads composed of coextensive overlapping 
beings and fragments of milieus, enclosing and carrying with them elements … 
to which the organism is itself a brilliant and inventive response.52 
 
The pivotal distinction between a Groszian theorisation of traditional music and a 
Sharpian one is that, whereas Sharp conceived of tradition as a mode of practice 
which maintained identity between its agents and its objects, a Groszian approach 
would understand tradition as an ongoing synthesis of differences that is itself 
productive of further difference. Just as sexual selection combines different genetic 
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codes in a way that further differentiates a genepool rather than homogenising it, so 
too does traditional music combine musical and cultural elements in a way that is 
productive of diversity rather than conformity. Difference must be considered as 
pivotal in any tenable theory of traditional music, since the music is actualised by 
people who occupy singular positions within the chaos of reality, whose 
subjectivations are folded out of irreducibly complex and heterogenous sets of 
elements.  
 
Despite establishing a fundamental departure from identity-based theorisations of 
traditional music, Grosz’s ontology of music as a product of sexual selection falls 
short of comprehensively predicting the dynamics which are apparent in this case 
study of “She Moved through the Fair.” In a theory of traditional music based on 
Darwinian sexual selection, it is not clear why one would expect to find multiple 
strands of continuity connecting different iterations of a song or a tune. Neither does 
this theory account for the way that stylistic elements of musical traditions that are 
disparate in terms of class, culture, and geography can be transferred between one 
another. Even though it is oriented towards the multiplication of genetic differences, 
sexual reproduction is a molar line that circumscribes the genetic territoriality of 
distinct species. A species is a species only insofar as it has become reproductively 
isolated from other species. In contrast to this molar aspect of sexual selection, the 
discussion above demonstrates that there is no such barrier to prevent songs like 
“She Moved through the Fair” or “Misirlou” being passed from one tradition to 
another. It is also apparent that songs and tunes can be imbued with stylistic features 
and musical techniques that evolved in different traditions to the song itself. In short, 
although certain aspects of traditional music’s mode of production seem to reflect the 
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dynamics of macro-evolution in complex organisms, there also appears to be 
something viral or bacterial about the transmission of musical elements between 
traditions. If there is to be an evolutionary underpinning for thinking about 
traditional music, then it must entail microbiological as well as macro-evolutionary 
considerations. In the final section of this chapter, I will bring evolutionary thinking 
about traditional music into contact with the microbiological concept of horizontal 
transfer. I will also draw upon the work that has been developed in the field of 
developmental systems theory to bring updated ideas about the nature of macro-
evolution into this array of concepts for theorising traditional music. The image of 
thought that I aim to develop is characterised, to borrow another of Deleuze and 
Guattari’s concepts, by the rhizome, which is situated in contrast to the Darwinian 
‘tree of life’—the arborescent image of thought that governs both Sharp’s and Grosz’s 
musical ontologies. 
 
Horizontal Transfer, Developmental Systems, and a Rhizomatic 
Alternative to the Tree of Life 
 
While Grosz situates music as an ongoing production of difference, she does so via 
reference to Darwin’s theory of sexual selection. Like Sharp she is reliant upon a 
model of evolutionary thinking that has lacked currency in its own field for a very 
long time, and it is a model that inherently leads towards questions of origin. 
Darwin’s theories of evolution were, after all, a response to the mystery surrounding 
the origins of species. For Darwin, the history of life could be imagined as a great 
tree, with all lifeforms sharing a common origin, and evolution proceeding by means 
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of a dichotomous, branching pattern of speciation, as individual species gradually 
became isolated from their common ancestors and their nearest relatives as the 
result of natural and sexual selection. However, in recent decades, this ‘tree of life’ 
model has increasingly been seen by some evolutionary theorists a misleading 
representation of the way that evolution takes place. One factor that has resulted in 
this position is the discovery that inheritance is not the only mode within which the 
transfer of DNA takes place. In a phenomenon that is known as horizontal gene 
transfer, significant numbers of microbial organisms have been found to exchange 
genes freely between different species, and it has even been suggested that the 
concept of species cannot be usefully applied to such life forms.53 As Eugene Koonin 
has argued, in a paper celebrating the 150th anniversary of The Origin of Species, the 
discovery of horizontal gene transfer means that the familiar ‘tree of life’ model ought 
to be replaced by “a network of vertical and horizontal gene fluxes.”54 Koonin argues 
that the concept of gradualism in evolutionary change is now, like the ‘tree of life’, a 
relic of the past. As he puts it, “the idea of evolution being driven primarily by 
infinitesimal heritable changes in the Darwinian tradition has become untenable … 
so is the notion of evolutionary progress that is undoubtedly central to traditional 
evolutionary thinking.”55 This idea might be incorporated into a Deleuzian-
Guattarian understanding of traditional music via the concept of the rhizome, which 
Deleuze and Guattari posit as an alternative to arborescent, dichotomous images of 
thought.56 A Sharpian model would conceive of traditional musics as individual 
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streams that are bound to specific communal identities, that represent those 
identities in the medium of music, and which bifurcate whenever there is a 
significant disjuncture within the consistency of the community. Even Grosz’s notion 
of music as a product of sexual selection would necessarily entail an arborescent 
pattern in the teleological development from simple, primordial origins to ever-
increasing complexity and diversity. Drawing on the Deleuze-Guattarian concept of 
the rhizome also highlights another problematic aspect of Grosz’s theory—namely 
her use of Deleuze and Guattari’s philosophy to inform an “ontology of music,” and 
her attempt to root this ontology in a hypothetical evolutionary origin of music itself. 
Deleuze and Guattari explicitly stated, in the chapter of A Thousand Plateaus which 
introduced the concept of the rhizome, their intention to “overthrow ontology, do 
away with foundations, nullify endings and beginnings.”57 Grosz therefore extends 
Deleuze and Guattari’s philosophy into a project which is antithetical to their own. “A 
rhizome,” as they put it, “has no beginning or end; it is always in the middle, between 
things, interbeing, intermezzo.”58 
 
By introducing the microbiological concept of horizontal transfer into thinking about 
traditional music’s mode of production, it is possible to move away from the 
arborescent image of thought, and towards a rhizomatic one. The rhizome as an 
image of thought was introduced in Chapter 2. To briefly summarise, Deleuze and 
Guattari characterised the rhizome according to the principles of connection and 
heterogeneity, multiplicity, asignifying rupture, and cartography and decalcomania.59 
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The rhizome as an image of thought frees the idea of lines, continuities, from the 
arborescent notion of lineage that is pivotal in Sharp’s theory of traditional music. In 
relation to this point, it is striking to note that the language of musical endangerment 
used by the Victorian and Edwardian folk revivalists resonates so clearly with that 
spoken by contemporary exponents of safeguarding. The identification of a musical 
tradition on the brink of extinction and the impassioned argument for its significance 
as an expression of cultural identity have been the hallmarks of revivalism and 
applied ethnomusicology for more than a century now. The agents and institutions 
involved in these movements have understood, and continue to understand, 
continuity in traditional music according to an arborescent schema, in which a 
disruption of the lineage potentially amounts to the end of the tradition. A rhizomatic 
image of thought, by contrast, suggest a more robust and adaptive understanding of 
traditional music, since it includes asignifying rupture among its defining principles. 
As Deleuze and Guattari write: 
 
A rhizome may be broken, shattered at a given spot, but it will start up again 
on one of its old lines, or on new lines. You can never get rid of ants because 
they form an animal rhizome that can rebound time and time again after most 
of it has been destroyed.60 
 
In suggesting the rhizome as a mode for thinking about traditional music, I do not 
mean to say that revivalists and applied ethnomusicologists need not bother with 
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their efforts to protect musics that may be at risk of disappearing. Rather, I argue 
that the rhizome offers these agents a more nuanced way of understanding the 
dynamics of tradition than the arborescent schema of continuity, variation, and 
selection. I also suggest that it might provide a more effective model for supporting 
and reinvigorating traditional musics than the current safeguarding aim of restoring 
intergenerational transmission.61 As the discussion of “She Moved through the Fair,” 
above, demonstrated, the passage of traditional songs, tunes, and performance styles 
can be far more complex and decentralised than the direct relationship between one 
generation and the next that is emphasised in UNESCO safeguarding 
recommendations.62 
 
An illustration of the aptness of this rhizomatic approach for thinking about 
traditional music can be given through the example of a traditional ballad known as 
“Cold Blows the Wind” or “The Unquiet Grave.” The ballad is thought to date back to 
the 15th century, although the earliest written record of the song appears in Francis 
James Child’s The English and Scottish Popular Ballads, assembled during the late 
19th century.63 The song tells the story of a dead lover returning from the grave to 
speak to their beloved, whose excessive grieving is preventing the departed lover 
from resting in peace. Ruth Harvey has identified similar themes in folk songs from 
all over Europe; however, she maintains that a collection of pieces found in Northern 
                                                             
61 UNESCO, "Safeguarding without Freezing,"  https://ich.unesco.org/en/safeguarding-00012. 
62 “Safeguarding without Freezing.” 
63 Francis James Child, The English and Scottish Popular Ballads, vol. 1-5 (Boston, New York, Cambridge, and 
London: Houghton, Middling, and Company (Boston and New York), The Riverside Press (Cambridge), Henry 
Stevens, Son and Stiles (London) 1882-1898), 167. 
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Europe, Scandinavia, and the British Isles are so strikingly similar as to suggest that 
“they are all descended from a single tradition.”64 This song-family includes the 
Danish song “Aage og Else,” “Sorgens Magt” (“The Power of Grief”) from  Sweden, 
“Helgakvida Hundingsbana II” (“The Second Lay of Helgi Hundingsbane”) from 
Iceland, the German ballads “Der Vorwirt” (“The Former Husband”) and “Der tote 
Freier” (“The Dead Wooer”), and the Scottish ballad, “Sweet William’s Ghost.”65 “The 
Unquiet Grave” was well-represented in the collections of Victorian and Edwardian 
revivalists, appearing in such iconic volumes as Baring-Gould’s Songs and Ballads of 
the West, Broadwood and Fuller Maitland’s English County Songs, and Sharp’s Folk 
Songs from Somerset.66 It was arranged in the Western art song style by Ralph 
Vaughan Williams in 1912, and became a favourite of performers in the British and 
American folk revivals of the mid-twentieth century, including Joan Baez, The 
Dubliners, Shirley Collins, and Jean Ritchie.  
 
The song was also recorded by the Philadelphia psychedelic rock duo Ween, under 
the title “Cold Blows the Wind,” for their 1997 album, The Mollusk. Despite the 
innumerable connections between the iterations of the song listed, above, and its 
prominent status in the international folk scene, the only knowledge they had of the 
song came from a 1983 compilation of songs from the British Isles by the Irish 
                                                             
64 Ruth Harvey, "The Unquiet Grave," Journal of the English Folk Dance and Song Society 4, no. 2 (1941):49-56, 
51. 
65 “The Unquiet Grave,” 51. 
66 Sabine Baring-Gould, Songs and Ballads of the West: A Collection Made from the Mouths of the People 
(London: Methuen, 1890), 12. Broadwood and Fuller Maitland, English County Songs, 34. Cecil Sharp, Folk 
Songs from Somerset (London and Taunton: Simpkin, Schott, Barnicott and Pearce, the Wessex Press, 1910), 14.  
314 
 
traditional singer Dan Milner and US folk musician Paul Kaplan.67 Musician and 
vocalist Mickey Melchiondo related in a 2017 interview that the duo arrived at the 
recording location, an isolated rental property on the Jersey Shore, with no idea what 
they were going to do for the album. The duo’s other half, Aaron Freeman, had 
brought The Bonnie Bunch of Roses with him, and they recorded “Cold Blows the 
Wind” on their first night in the house. Melchiondo recalls that: 
 
Neither of us had ever heard that song, so we didn’t know how it went. We 
looked at the words, and made up our own chords and tempos. If any one 
song defines the record, it’s that song, and we did it on the first night. It totally 
encapsulated that stormy first night at the beach. It was raining, dark, and 
cold. It sounded nautical, scary, folky, and evil. That song was something that 
we had never done before. It set us on this musical path of what was to come. 
… We didn’t know that the environment was going to have such an effect.68 
 
It is interesting that Ween regarded “Cold Blows the Wind” as shaping the concept 
for the remainder of the album, which was composed around nautical themes. There 
is no sense, in either the text of the song or its existing performance history at that 
time, that it refers to maritime themes. In fact, the final line of the first stanza, “In 
                                                             
67 Dan Milner and Paul Kaplan, The Bonnie Bunch of Roses: Songs of England, Ireland, and Scotland (Oak, 
1983). Also See Drew Fortune, "Ween’s the Mollusk Turns 20: An Oral History by Mickey Melchiondo," 
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Camville he was slain,” is thought to refer not to a death at sea, but to the village of 
Clifton Camville, in Staffordshire, which was the site of a minor battle during 
England’s Wars of the Roses in the 15th century—a reference which has been taken by 
some researchers as evidence of the ballad’s origin.69 However, to an imaginative ear, 
Ween’s use of copious reverb and a sparse arrangement on the drum-set, dynamic 
filters and a fiddle-like upper voice on the synth-keyboard, and a persistent, sea-
chanty-like 6/8 rhythm throughout the piece all serve to stylistically unify “Cold 
Blows the Wind” with the other, genuinely nautical, songs on the album. The nautical 
theme may not be literally present in the folk song that Ween recorded, but it is 
manifested and produced affectively in their musical choices, within the context of 
the other recordings on The Mollusk. 
 
A Deleuzian rhizome, as Felicity Colman explains, is characterised by highly 
contingent lines that connect “the most disparate and the most similar of objects, 
places and people” alike.70 In this example, the becoming-nautical of “Cold Blows the 
Wind,” and the entire album that was to follow, hinged upon the fortuitous 
confluence of disparate elements, including the recording location, an obscure book 
of old songs, the meteorological conditions on that particular night, and the poetic 
flexibility of the song’s title. This iteration of “The Unquiet Grave” thus became part 
of the ballad’s tradition not via the “long, unbroken chain” that was envisaged by 
Sharp, nor is its distinctiveness within that tradition adequately explained by an 
image of the tradition’s evolution as a gradual, dichotomous branching, as in the 
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Darwinian ‘tree of life’ model. Instead, a musical becoming was actualised from a 
field of virtual forces of vastly disparate provenances that coalesced within a singular 
and highly contingent event. As with the example of “She Moved through the Fair,” 
this iteration of “The Unquiet Grave” evidences the chaotic, microbial becomings 
associated with horizontal transfer and the rhizome, more so than the gradualist 
image of evolution associated with the Darwinian tree of life.  
 
Incorporating microbial thinking into the theorisation of traditional music helps to 
provide an alternative to the arborescent image of thought that characterises Sharp’s 
theory. However, insofar as there remain aspects of traditional music that might be 
theorised according to the logic of macro-evolution, there is yet more work to be 
done in providing the foundations for a truly rhizomatic approach to the topic. To 
begin updating the evolutionary foundations of thinking about traditional music in 
this regard, I will turn to the field of developmental systems theory, which emerged 
around the turn of the millennium in response to a number of dualisms—such as 
nature versus nurture, genetics versus environment, and biology versus culture—that 
had plagued the field of evolutionary theory during the late 20th century.71 Unlike 
“interactionist” models, which attempt to determine the extent to which both terms 
in such dichotomies influence any given phenomenon, developmental systems theory 
represents an attempt to reformulate monolithic concepts such as ‘inheritance’ and 
‘evolution’, in order to create, as Oyama, Griffiths, and Gray write, “a way of thinking 
about development that does not rely on a distinction between privileged, essential 
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causes and merely supporting or interfering causes.”72 They posit developmental 
systems theory as viewing “both development and evolution as processes of 
construction and reconstruction in which heterogeneous resources are contingently 
but more or less reliably reassembled for each life cycle.”73  
 
According to Oyama, Griffiths and Gray, developmental systems theory is 
characterised by six major themes. Firstly, the idea that all traits are produced 
through the interaction of numerous developmental resources is summarised as the 
principle of “joint determination by multiple causes.”74 Second, an entire 
developmental system is utterly contingent, such that the significance of any single 
cause is dependent upon the state of all other elements in the system. This theme is 
summarised as the principle of “context sensitivity and contingency.”75 Third, the 
principle of “extended inheritance” recognises the fact that genes are not the only 
objects of biological inheritance, which also encompasses a wide range of epigenetic 
elements, constructed environmental niches, and cultural practices. The fourth 
theme of developmental systems theory is an understanding of “development as 
construction,” which is to say that neither traits nor their representations are directly 
transmitted by an organism to its offspring. Rather, the organism’s traits, if they are 
to develop in its offspring, must be reconstructed in connection with the offspring’s 
environment. The fifth theme is the principle of “distributed control,” which avoids 
placing one kind of factor in a developmental system in the privileged position of 
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determining the significance of all other subordinate factors. The final theme in the 
field of developmental systems theory that Oyama, Griffiths and Gray outline is 
“evolution as construction.”76 Evolution, according to these authors, is not a process 
of change undergone by organisms in relation to the pressures of their environment 
but is rather the ongoing change of organism-environment systems. “Just as there 
are no pre-existing representations or instructions that shape organisms from 
within,” they argue, “there are no pre-existing niches or environmental problems that 
shape populations from without.”77 In a style reminiscent of the Deleuzian-
Guattarian concept of territory, Oyama, Griffiths and Gray state that “Organisms 
construct their niches both straightforwardly by physically transforming their 
surroundings and, equally importantly, by changing which elements of the external 
environment are part of the developmental system and thus able to influence the 
evolutionary process in that lineage.”78 
 
These principles of developmental systems theory are founded upon a knowledge of 
the complex relationships between organisms and their environments that simply 
did not exist when Sharp drew inspiration from evolutionary theory in 1907. They 
thus provide some vital points of departure from his conception of traditional 
music’s mode of production, at the same time as they enable thinking about the 
macro-evolutionary aspects of traditional music to be undertaken according to a 
rhizomatic image of thought. The principle of context sensitivity and contingency 
could potentially alter the way that authenticity is conceived in thinking about 
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traditional music. In traditional, gene-centred biological theory, Oyama, Griffiths 
and Gray write:  
 
As long as the DNA is thought of as containing information about 
developmental outcomes, it will seem sensible to inquire whether outcomes 
occur because they are represented in the chromosomes. Once an outcome is 
seen as an expression of the genetic information that controls development, it 
acquires a special status. It represents what the organism is “meant to be,” and 
deviations from it are misrepresentations of the true nature of the organism.79 
 
The parallels between this idea and contemporary discourses around traditional 
music are striking. All too often, particularly in contexts involving the revival or the 
safeguarding of a musical tradition that is perceived as being threatened with 
extinction, the historical form of a given music is taken to represent what is ideal, or 
essential about that particular musical form, and contemporary deviations from this 
reified historical standard are curtailed, or dismissed as ‘corruptions’.80 This notion 
of authenticity is invariably bound up with an investment in idealised cultural 
identities. Just as the DNA of an organism is taken to represent the purest form of its 
biological identity, so too is the historical form of a traditional music conflated with 
the unadulterated musical expression of a group’s cultural identity. However, the 
examples of “She Moved through the Fair” and “The Unquiet Grave” have 
demonstrated that context sensitivity is indeed a vital characteristic of folk music’s 
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rhizomatic production. Furthermore, the principle of extended inheritance 
acknowledges a virtual element to inheritance, in the diverse field of heritable 
resources and potentials from which a particular becoming is actualised in any given 
iteration of a traditional song or tune. By the same token, each iteration would entail 
counter-actualizations, the becoming-virtual of actual elements, which would then 
become part of the extended inheritance of musicians-to-come. Regarding the 
principle of distributed control, Oyama, Griffiths and Gray point out that:  
 
the developing organism functions as a resource for its own further 
development. The organism helps to determine which other resources will 
contribute to that development, as well as the impact they will have. The roles 
played by the vast and heterogeneous assembly of interactants that contribute 
to a life-course are system-dependent and change over time. … despite the 
widespread talk of genetic blueprints and programs in contemporary biology, 
there is no scientifically defensible sense in which a subset of developmental 
resources contains a program or set of instructions for development.81 
 
In Sharp’s theory, selection by the community was the key factor in folk music’s 
development, which determined the significance of all other elements in the system 
and ensured that a given traditional musical form would develop towards the ideal 
musical expression of its community’s characteristics. The racial, ethnic or cultural 
characteristics of the community itself would be regarded as the ‘program’, or the ‘set 
of instructions’, and their privileged position within the schema of folk music’s 
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development would ensure that these instructions appropriately determined the 
forms that the music would eventually take. The principle of distributed control 
works against this dynamic by creating “an inhospitable context for moves that pre-
empt the investigation of actual processes by identifying one type of resource as 
controlling or directing the process, leaving other interactants to function as 
background conditions, raw materials, or sources of disturbance.”82 
 
Throughout this dissertation, I have aimed to deterritorialize the numerous 
manifestations of identity as a principle in the theoretical definition of traditional 
music. The emplacement of identity as the fundamental principle in thinking about 
traditional music was made tenable by Sharp’s use of evolutionary theory in the early 
twentieth century to explain how tradition as a mode of production worked to 
inscribe communal identities into folk music. While the principles of Sharp’s theory 
have remained central in contemporary thinking about traditional music, the original 
theory from which he borrowed them has long since been left by the wayside in its 
own field. I argue that we might update our knowledge of the concepts we have 
already borrowed from evolutionary theory, attending to the way they lead us away 
from arborescent images of thought and towards rhizomatic thinking. In this way, it 
may be possible to salvage the concept of traditional music as a unique way of 
engaging in musically creative ways with the world’s multiplicity of pasts and futures, 
while leaving behind exclusionary ideas about who we are, and what it means to be 
who we are, which rightly belong to the intellectual decadence of nineteenth century 
Europe.  
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 Conclusion 
 
Cecil Sharp’s principles of continuity, variation, and selection provide a framework 
for understanding the way that folk music ‘evolves’ through the process of 
intergenerational transmission. These principles and their underlying evolutionary 
logic brought credibility and intellectual legitimacy to the long-established claims 
that traditional music existed as a unique mode of musical production, distinct from 
‘composed’ popular and art musics. This mode of production successfully 
decentralises the notions of authorship and of the musical work in a way that has 
been liberating and inspirational for countless musicians. Although I have aimed to 
deterritorialize the prominent role of identity in theoretical definitions of traditional 
music, I have no wish to wholly dismiss the concept of traditional music—to throw 
the baby out with the bathwater, as it were. I have striven in this chapter to 
undertake a rethinking of traditional music’s evolutionary underpinnings in a way 
that not only enables the concept to be established without recourse to the principle 
of identity, but which also emphasises its potential to manifest chaotic and 
unpredictable lines of becoming. Grosz’s positioning of music as a product of 
Darwinian sexual selection challenges the meaning of continuity in Sharp’s theory, 
suggesting that the evolution of traditional music would be characterised by a 
proliferation of styles, rather than an “insistence of type.” Incorporating the concept 
of Umwelt into evolutionary thinking about traditional music implies an extended 
subject of evolutionary change—a complex, symbiotic system rather than a discrete 
organism—and undermines the dominant role of selection in Sharp’s theory. Using 
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this concept means taking an ecological approach to understanding the way that 
musical styles, groups of musicians and enthusiasts, physical environments, 
technologies, traditional norms, and innumerable other factors are bound together in 
co-evolutionary processes, constituting blocks, rather than discrete subjects, of 
becoming.  
 
However, Grosz, like Sharp, relies upon an arborescent and teleological image of 
thought, and mobilises Deleuze and Guattari’s philosophy in a self-contradictory way 
by attempting to establish a primordial ontology of music. Like Sharp, she takes 
Darwin as her source of evolutionary concepts, ignoring the complexities offered by 
contemporary evolutionary theory. If there is to be an evolutionary foundation for 
thinking about traditional music, why not use the resources that are available to us to 
their fullest extent, rather than rooting our thinking in easily digestible but 
ultimately outmoded ideas from the nineteenth century? The image of thought which 
configures evolutionary change as a great ‘tree of life’ might be recast as a rhizome, 
entailing the possibility for tenuous, contingent lines and connections, horizontal 
transfers, and developmental systems to enter our theoretical understanding of 
traditional music. It is common knowledge among contemporary biologists that a 
complex organism is not a discrete, unitary entity, but is indistinguishable from a 
multiplicity of symbiotic relationships with the single-celled life forms that constitute 
its microbiome. To think about traditional music from an evolutionary standpoint, 
given the knowledge which is current in that field today, it is necessary to forget the 
concept of the monolithic tradition, self-contained and constituted in its own 
distinctive songs, styles, and techniques. Just as single-celled organisms may pass 
between one complex organism and another, even between organisms of different 
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species, so too are songs and tunes passed between different musical traditions. Just 
as single celled organisms may exchange DNA via horizontal transfer, so too may 
performance styles and techniques be passed between individual songs, tunes, and 
musicians. I have only just begun to scratch the surface in this chapter, and there are 
many more possibilities that might be explored within this framework. Whatever the 
future of traditional music and its attendant discourses holds, the most exciting 
possibilities for musical creativity—as well as the most urgent measures for stymieing 
the legitimacy that academic theory has thus far provided for exclusionary nationalist 
movements—lie in embracing and enhancing the complexity of traditional music’s 
becomings in our contemporary world, and not in reducing them to simplistic 
principles that are grounded in the naïve celebration of history and identity.   
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Conclusion: Traditional Music and Difference-In-Itself 
 
Sharp’s Darwinian theory of traditional music has been influential, both in England 
and internationally, for more than a century. It has shaped the way that countless 
musicians and listeners have engaged with traditional music. Its core principles of 
continuity, variation, and selection have informed the policies that are enacted by 
international organisations like UNESCO and ICTM. It must be acknowledged that 
the appropriation of evolutionary principles as the foundations for a theory of 
traditional music was, in the first decade of the twentieth century, an inspired move. 
It is also undeniably true that a great deal of fantastic music has been produced 
under the influence of these ideas, and the world’s contemporary musical landscape 
is richer for the work that was done by Sharp and his fellow folk revivalists. However, 
we are now living in an era that is witnessing a troubling resurgence of popular, 
exclusionary nationalism in Western countries. There have also been growing 
concerns within the field of ethnomusicology around the commonplace occurrence of 
traditional musics becoming co-opted as national symbols by governments and 
tourism industries. Although the aims of these agencies may initially be pragmatic, 
the promotion of national symbols, particularly ones like traditional music that 
embody powerful affective forces, only adds to the pool of resources upon which 
nationalist movements draw. The principle of identity will hold sway in traditional 
music as long as the idea of tradition is conceived in arborescent terms. If traditional 
music’s relationship with cultural identity is conceived in arborescent terms, as the 
soundtrack to humankind’s dichotomous descent from a single origin, gradually 
manifesting a plethora of distinctive racial, ethnic, and cultural types, then it must 
enact a kind of double-territorialisation with some very troubling implications. On 
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the one hand, the music would become valorised as an expression of group identity. 
Once valued in this way, musical becomings are curtailed, since any alteration of the 
music’s form might be seen as contaminating or convoluting the authentic 
expression of that cultural identity. On the other hand, the power of musical affect, 
having been attached to a specific conception of cultural identity, induces an 
enhanced sense of pride in that identity, and therefore territorialises the cultural 
group itself.  
 
There is much in Sharp’s theory and his output as a collector that is worthy of 
celebration—not least the decentralisation of authorship and the notion of the 
musical work as perpetually in-progress that have become vital in contemporary 
thinking about traditional music. At the heart of his theory, however, is a steadfast 
conviction that traditional music is first and foremost an expression of identity, 
which, being built into the very structure of his ideas, has been perpetuated in every 
iteration, appropriation, and reformulation of them over the last 112 years. Even the 
leftist folk revivals of mid-twentieth century Europe, North America, and Australia 
did little to dismantle the romantic nationalism that was enshrined in the very 
concept of traditional music. Rather, to further the cause of working-class solidarity, 
left-wing revivalists simply grafted Sharp’s principles of continuity, variation, and 
selection onto class identities, rather than ethnic, cultural, or national identities. 
Thus, as Kaminsky has pointed out, the conditions for traditional music to be 
reterritorialized along nationalist lines have remained in place, regardless of the left-
wing political orientation favoured by most traditional musicians and enthusiasts. As 
Smith has suggested, some twentieth century radical movements even capitalised on 
traditional music’s existing associations with national identity to popularise their 
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own socialist ideals, leading to the somewhat contradictory position that “Australians 
were both radical and nationalist.”1 Finally, as ethnomusicologist like Grant have 
shown, the molar line which consists in the binding of traditional music to cultural 
identity allows for musical traditions around the world to be co-opted as national 
symbols by enterprising governments and tourism industries.  
 
It is therefore to the benefit of both the diversity of traditional music as-yet-unmade 
and the political consciousness of its creators and listeners-to-come that this 
dogmatic logic of cultural expression should be deterritorialized. In its place, I 
propose that our thinking around traditional music might be reoriented, “to let in a 
bit of free and windy chaos.”2 Towards this aim, I have undertaken a virtual historical 
revision of England’s folk revival in the late nineteenth and early twentieth centuries, 
looking to the past not primarily to explain how it produced our own particular 
present, but to ask what it has given to a present virtual field that may facilitate the 
actualisation of a future that is not the logical consequence of our present. As I have 
mentioned already, this is a utopian project, although not in the conventional sense 
of tracing the image of an ideal world. History is littered with examples of the 
disastrous consequences which all too often result from that kind of endeavour. 
Following Deleuze and Guattari, I have instead aimed to open a space for new kinds 
of thinking to emerge in response to the challenges and creative opportunities 
offered by traditional music in our world. Instead of grounding our understandings 
and evaluations of traditional music in the principle of identity, why should we not 
affirm the capacity for this kind of music to continually become-other than itself, to 
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produce differences in and for themselves in the varied cultural contexts where it 
might flourish?  
 
Each chapter in this dissertation has introduced specific concepts that are mobilised 
for thinking difference-in-itself in connection with particular aspects of England’s 
folk revival of the late nineteenth and early twentieth centuries. Each of these in turn 
has its own specific relevance for the way that traditional music is understood in our 
own time, or rather as it might be understood in a time to come. Chapter 3 used the 
concept of the molar line to show how the theory of English folk music that was 
published by Cecil Sharp in 1907 has underpinned thinking about traditional music 
throughout the world since the mid-twentieth century. We may be less apt today 
than the Edwardians were to explicitly value traditional music because of its 
expression of national, racial, or ethnic ideals. Nonetheless, the principles of 
continuity, variation, and selection that continue to inform our understandings and 
evaluations of traditional music ensure that these will always be potential 
interpretations of the cultural cohesion that is implied by traditional music’s 
presumed modes of production. There is also a puzzling logic to UNESCO’s 
insistence, on the one hand, that intangible cultural heritage is valuable for 
individuals and communities because of the sense of identity it provides them, while, 
on the other hand, it strives to prevent the use of intangible cultural heritage as a 
symbol of identity by national and commercial interests. Deleuze and Guattari’s 
concept of micropolitics illuminates the way that molecular investments in the 
principle of identity are in fact productive of identity as a molar line. The molar line 
falls back upon specific traditional music assemblages, circumscribing their 
respective territorialities and attributing the production of identity as a symbolic 
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meaning to the molecular activities which constitute them. Because the principles of 
continuity, variation, and selection constitute a rational justification for both the 
tenability of identity as a molar line and molecular investments in traditional music 
as an expression of identity, they have remained useful for musicians, theorists, and 
policy-makers the world over in the twentieth and twenty-first centuries. It should 
not be surprising that they continue to facilitate the symbolification of traditional 
musics today, just as they were intended to facilitate the symbolification of folk music 
in England during the early twentieth century. Difference-in-itself is considered in 
this chapter in terms of the way it is limited by a dogmatic logic of cultural 
production.  
 
To begin a deterritorialization of the molar line that binds traditional music 
assemblages to the principle of cultural identity, I introduced the concept of the 
minoritarian in Chapter 4. In the context of England’s folk revival of the late 
nineteenth and early twentieth centuries, Celticism, Romani and Didakei music, and 
the music of the waters implicitly subverted the legitimacy of English nationalism as 
the predominant interpretation of folk music’s cultural significance. The 
minoritarian does not simply transpose the principle of identity from a single 
majoritarian context to multiple minoritarian contexts. Whenever a term becomes 
expressive of the principle of identity—a standard or norm with the possibility of 
including some elements while excluding others—it becomes majoritarian. Celticism, 
Romani Traveller music, and sea music would therefore be open to their own 
minoritarian deterritorializations as soon as they are conceived as standards of 
identity. The minoritarian thus opens the molar line to a chain reaction of 
deterritorializations; “the territory itself is inseparable from vectors of 
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deterritorialization working it from within.”3 This dynamic emerges because 
deterritorialization is a becoming of difference-in-itself that is not defined by the 
opposition of one term to another. Deterritorialization carries the molar and the 
molecular, the major and the minor, into “a proximity where the distinction between 
them ceases to be relevant, or where the deterritorialization creates their 
indiscernibility.”4 
  
Chapter 5 continued to deterritorialize the principle of identity at the level of 
individual (or rather dividual) subjectivation. For Kidson and Broadwood, folk music 
was one of many elements that were folded into the becoming of their respective 
subjectivities. In both cases it imparted an intensifying force that carried their 
subjective milieus towards ever-new configurations. The ethico-aesthetic positions 
articulated by these revivalists evidenced the affective power of folk music at least as 
much as they did a rational, logical meditation on the social, cultural, and political 
contexts inhabited by Kidson and Broadwood. Although there were fixed elements 
which repeated themselves in each individual’s affective disposition in the early 
1890s and the 1900s, these do not evidence the persistence of identity, but the 
difference-in-itself which is inherent to repetition. As Deleuze’s wrote of 
individuation without identity: 
 
Even in repetition, the fixed element is not defined by the identity of an 
element that is repeated, but by a quality common to the elements which 
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could not be repeated without it … The fixed element is not the Same, and 
does not discover an identity beneath the variation, quite the opposite. It will 
allow one to identify the variation, which is to say the individuation without 
identity. … Far from leading the different back to the Same, it allows one to 
identify the different as such.5 
 
The becoming of dividual subjectivity is an unfolding of difference-in-itself on the 
inside of thought, made possible by the synthesis of elements that are folded into 
thought from the outside. Traditional music intensifies this enfolding and unfolding 
of difference by constituting an escape from the limits of individual existence coupled 
with the possibility for new ways of being in the world.6  
 
Following on from the deterritorialization of identity that took place in the preceding 
chapters, Chapter 6 charted a course from the context of England’s folk revival of the 
late nineteenth and early twentieth centuries towards a potential future concept of 
traditional music founded upon the principle of difference-in-itself rather than the 
principle of identity. Grosz’s Deleuzo-Darwinian musical ontology reorients the 
concept of traditional music towards the production and multiplication of differences 
rather than the maintenance of identity. However, Grosz’s philosophy falls down, as 
Sharp’s theory does, in relying on the arborescent image of evolutionary thought 
established by Darwin. I proposed Deleuze and Guattari’s concept of the rhizome as 
an image of thought that might connect that which has been most productive in 
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Sharp’s theory with a reconceptualization of traditional music’s evolutionary logic. 
Contemporary evolutionary concepts like horizontal transfer and the precepts of 
developmental systems theory work much more easily within the rhizome as an 
image of thought than they do within the Darwinian tree of life. By the same token, 
these concepts, and the rhizomatic image of thought itself, allow for greater breadth 
and nuance in mapping the multiplicity of becomings that have carried traditional 
Anglophone songs like “She Moved through the Fair” and “The Unquiet Grave” 
through the twentieth century. 
 
Thinking difference-in-itself in traditional music does not mean emptying traditional 
music of its existing value, but rather changing the principle of evaluation in relation 
to which that value is measured. It does not, for example, mean forgetting the rich 
historical depth that is embodied in traditional music. Rather, since it is concerned 
with the virtual presence of the past in general and not the limited scope of a 
particular past, it would open creative engagements with traditional music to a more 
diverse range of historical resources. It does not mean, either, that traditional music 
must cease to operate in significant ways in relation to specific cultural groups. 
Instead of being constructed as an expression of the group’s identity, a maintenance 
of the boundaries which separate them from others, it would become a virtual site of 
interaction and interchange between cultural groups. In this sense, traditional music 
as difference-in-itself would stand as an affirmation that the movement of people, 
along with their ideas, products, and ways of life, is not a threat to culture but is in 
fact its enabling condition. The tree of life model is inherently reactionary, because 
within it becoming always proceeds by division, and never through productive 
synthesis. What rational person would not feel misapprehension at the prospect of 
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change, if it were certain to mean becoming less than what one already is? The tree of 
life is an image of thought which produces a misleading notion of how we became 
who we are, and it induces a misguided impulse to preserve that which already exists, 
potentially at the expense of that which is not-yet. Unlike the tree of life, which 
reinforces the principle of identity in traditional music, the rhizome helps us to grasp 
the production of traditional music, and human cultures in general, as an ongoing 
process of both differentiation and differenciation—what Deleuze called “the second 
part of difference,” asserting that “integration is by no means the inverse of 
differentiation but, rather, forms an original process of differenciation.”7 Both 
divergence and synthesis, in this image of thought, are productive of difference.  
 
As well as the principle of identity, the rhetoric of endangerment links England’s folk 
revival of the late nineteenth and early twentieth centuries with the contemporary 
field of applied ethnomusicology. As Slobin points out: 
 
When educated Europeans started writing down folk music two hundred years 
ago, they said the songs were doomed: the old ways will soon be lost, so let’s 
preserve them. This attitude never dies. People keep thinking that as villagers 
move to the city and as commercial media spreads across the world, folk 
music will vanish. The famous folklorist Alan Lomax predicted a vast “cultural 
gray-out.” But this hasn’t happened. The reason is simple enough: folk music 
                                                             
7 Deleuze, Difference and Repetition, 209. 
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keeps changing and adapting, like so many other aspects of human life, from 
the family to work to beliefs.8 
 
I have no wish to denigrate the efforts of ethnomusicologists and culture-workers 
labouring to prevent the disappearance of musical traditions. Their work is an 
absolutely necessary condition for the possibility that these musics might grow and 
flourish again someday. However, Slobin is on the right track when he identifies the 
mobile and adaptable nature of traditional music—to recall Deleuze and Guattari’s 
characterisation of the rhizome, “You can never get rid of ants…”9 Safeguarding is 
necessary to ensure that some ants are left alive to start a new colony, so to speak. 
The crucial point is that you do not foster the growth of a rhizome by isolating it in 
one place, even if, as in the ecological approach advocated by Titon, you are able to 
ensure that the conditions of its emergence are maintained. A rhizome proceeds by 
ruptures, deterritorializations, and lines of flight. A rhizome needs to spread out, to 
proceed along a multiplicity of lines, appearing in new locations where it will 
manifest differently and continue to become even once cut off from its original 
network. This is why the folk music of England is so successful today, even though it 
stood at the brink of extinction in the early twentieth century—not just because it was 
preserved in books and phonograph recordings, and certainly not because the 
ecological conditions of rural English village life were preserved, but because it found 
new conditions in which to thrive. This is why Bhanwari Devi is continuing to enact 
everything that is most valuable about traditional music. Of course, these musics do 
                                                             
8 Slobin, Folk Music, 6. 
9 Deleuze and Guattari, A Thousand Plateaus, 9. 
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not survive today in the same form as they once existed, but this is to be expected, 
because traditional music has nothing to do with identity. 
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